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ABSTRACT 
Since Bob Dylan expresses the ideals of the nineteen 
sixties, and is obviously shaped by the socio-political and 
cultural development of that turbulent decade, this essay 
will analyze both the contents of his songs and the 
historical-cultural context in which they are conceived. 
In the first half of the decade, social and political 
protest revolved around two major causes: one was the 
struggle for civil rights, and the other was the rising 
student movement, which resisted the 'old order'. The lyrics 
of Bob Dylan reflected the mood of the time very well. 
Considered as a 'spokesperson' for young people, he voiced 
their concerns in a changing world . 
. 
The second half of the decade was characterized by a 
non-conformism and radicalism in two movements: non-
conformism in the Counterculture and radicalism in the 
) 
antiwar movement. Or, chaos on the one hand, and 
r 
( 
,_,. 
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introspection on the other hand. Once again, Dylan's songs 
of this period reflected and revealed what was • • going on in 
the minds of the young generation. Dylan's songs captured 
the tensions between the political and cultural rebellions 
against the societal status quo. The political and cultural 
rebels wanted to change society according to their own 
values. "Something is happening, but you don't know what it 
is, Do you Mister Jones?", expressed the challenge to the 
old order. 
Consequently, Dylan can be considered as a barometer of 
the passions of the sixties-generation. Contained in his 
songs were the social convulsions of the larger macrocosm. 
I .. 
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INTRODUCTION 
a. Object 
This study has multiple goals. First an analysis of 
' 
the lyrics of Bob Dylan during the nineteen sixties, which 
also offers a chronological insight into the youth 
~-
movements and culture of the decade. Dylan can be 
considered a mirror of the changes going on in the society 
at large. 
The song-analysis will be accompanied by an 
historical-contextual discussion. In general, Bob Dylan is 
considered a symbol of the generation that came to 
maturity in the turbulent nineteen sixties. The political, 
social and cultural development will be the context in 
which ijn important part of Dylan's work will be placed. 
The analysis concentrates on the albums he released 
between 1963 and 1967,from his first protest album 'The 
Freewheelin' Bob Dylan• through his punk-rock albums of 
. ' 
the mid-sixties up to anq including 'John Wesley Harding'. 
3 
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In most of his work, Dylan was one step ahead of his 
audiences, thus creating controversies. Despite this, his 
fans turned him in to some kind of mystical hero, thereby 
making Dylan's name synonymous with the sixties, and his 
lyrics a reflection and definition of the period. 
Most significantly his lyrics suggested the 
underlying tension between the political and the 
expressive side of the movements. Where the New Left, the 
Antiwar movement and the Civil Rights Movement were 
clearly more political than expressive, the Counterculture 
'expressed' a reaction against this by turning inward and 
by stressing personal experiences. Throughout his career, 
Dylan leaned more toward the expressive side of the 
movements. Although political songs dominated his early 
years, his later work emphasizes the expressive side of 
rebellion. It is interesting to speculate on the causes of 
his shift. Did he personally go through changes that a 
large number of youths went through at the same time? Did 
his personal experiences change his views? Did events in 
the later sixties change his ·opinion? Did he simply •use' 
folk music, and later rock as a mere vehicle to express 
himself? These questions open an interesting perspective 
on Dylan; the tensions within him as a person parallelled 
the tensions within the movement. 
4 
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b. situation 
~. 
This will be a historical study in the field of 
popular culture. The distinction between elite culture and 
popular culture goes back to the late 19th and early 20th 
century when mass media, cinematography and photography 
{ 
emerged. From.then on, intellectuals and critics started 
to make a clear distinction between the cultures. High 
culture was reserved for the nobility and the intellectual 
elite, while popular culture and art were considered for 
the lower classes. These views are still very persistent 
these days. Popular culture is seen as a threat to the 
establishment and its well-ordered world. And rock music 
seemed to implement a cultural revolution. This is one of 
the reasons it has been denied cultural value. 
Nevertheless, a cultural analysis can be conducted by 
means of a musicological analysis. "So, an investigation 
of rock music will inevitably tell us something about the 
culture from which it originated." 1 Artistic expressions 
are manifestations of culture. Arts and culture are 
directly related: the art reveals the status of the 
See Robert Pielke, You Say You Want a Revolution. Rock 
Music in American Ctt·lture, (Chicago, 1986). 
5 
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culture by expressing its fundamental values. Popular art, 
enjoyed by mass audiences, will be most effective in doing 
this. But popular art is irreconcilably in conflict with 
the art preferred by those holding social, political and 
economic power-- that is elitist art. There should be no 
doubt then that an understanding of rock music is 
essential for an understanding of contemporary American 
culture. There are enough analogies for this in the 
history of music. How to understand romanticism without 
the music of Beethoven? How to understand the middle ages 
without understanding choral music and folk songs? 
This way rock music - a form of popular culture- can 
be as serious and worthy as any form of high culture. It 
is not because it is 'popular' and enjoyed by a mass 
audience, that the quality is any less. Earlier studies on 
Dylan focused on ·uhe lyrics, but a strict historical 
approach was always left out. This inerpretation of songs 
of Dylan, so widely recognized as the voice of his 
generation, will offer an insight in American culture in 
the nineteen sixties. 
, ...... 
c.\. Method 
The method used to deal with this subject is basically 
a chronological one, for reasons of understanding and 
6 
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clarity. Moreover, this approach is best suited 
understanding the evolution of Dylan's work. The subject 
of this thesis will be considered from two perspectives: a 
historical background, and a lyrical context. Every song 
analysis is preceded by a theoretical conceptualization of 
the cultural-historical context in which the song 
originated. In addition to the chronological approach, 
this paper is conceived in an analytical/thematical 
manner, using a specific research method--departing from 
song lyrics-- looking into the contents of this rich 
oeuvre. 
This method raises a whole set of problems. An 
analysis of the themes calls for attention to the 
contents. It is virtually impossible to ignore the 
contents of a song. Content analysis, however, is a lot 
easier in literary criticism than with music, painting or 
sculpture. There is more to a song analysis than just 
sifting out the lyrics. Usually, the lyrics only reach you 
after listening to the recording .several times. And even 
with a printed version, they will only come to life 
through the performance. By relating voice, phrasing and 
music to the lyrics, the artificial distinction between 
form and content will disappear. Lyric interpretation 
succeeds better when it appreciates the aesthetic elements 
of the total performance, understanding the emotional 
7 
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impact than when it simply considers the lyrics outside 
the contexts of performance. The danger lies not just in 
the interpretation as such, but in the reduction of the 
song to its mere contents by a strictly textual approach. 
In the analysis of Dylan's work, one encounters the 
problematic relationship between the artist and the art. 
An art piece is the creation and the product of an artist 
who reveals himself in it, but who at the same time, is 
separated from it. Only a limited aspect of the person 
behind it is revealed. After its creation, the art piece 
goes its own way. That is why it is a mistake to ask the 
opinion of the artist and take his interpretation as the 
norm. Thinking of the remark by D. H. Lawrence - "Never 
trust the artist, trust the tale."- I will take this as my 
guideline. Art is not created with the sole intention of 
• 
being interpreted and explained. A serious artist usually 
has the remarkable characteristic not to talk about his 
art in a defining way. Thus the interviews with Dylan will 
only be considered of secondary importance. • 
d. sources 
The sources available to an historian for such a 
study, are diverse and non-traditional. As for primary 
sources, the most fundamental are the recordings of Bob 
8 
Dylan himself, and his lyrics, published in different 
volumes. There are: Bob Dylan, Lyrics 1962-1958, (New 
York, 1985); Bob Dylan, Writings and Drawings, (New York, 
1973); The Songs Of Bob Dylan Through 1975, (New York, 
1976); and Bob Dylan Songbook, (New York, 1965). I also 
used folk magazines as 'Sing out!' and 'Broadside', which 
published a lot of his early songs. Furthermore, rock 
magazines and the underground press in general are 
valuable sources. For an_insight of what the eijtablishment 
thought about all this, I used some mainstream magazines. 
A historical, journalistic perspective is offered by 
newspapers. Besides all this, a multitude of secondary 
sources are available on this subject: numerous studies 
have been written on Bob Dylan; the man, the music and the 
message. Most valuable have been the following 
commentaries on Dylan's work: R. Shelton, No Direction 
Home. The Life and Music of Bob Dylan, (London, 1986); M. 
Gray, Song and Dance Man: the Art of Bob Dylan, (New York, 
1973); J. Herdman, Voice without Restraint: Bob Dylan's 
Lyrics and their Background, (Edinburgh, 1982); and c. 
McGregor, (ed.), Bob Dylan: a Retrospective, (New York, 
1972). For the more general background of the sixties, I 
could rely on recent publications on the sixties and on 
the diverse aspects of the time. A 'boom' in writings has 
occurred in the last several .years; studies on the student 
9 
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movement, the Civil Rights Movement, Vietnam, the 
Counterculture, drugs, rock and the alternative life-
styles. And not orily writings, put also movies and 
documentaries play an important role in grasping the 
spirit of the time. 2 
e. organization 
The reason then, I chose this subject lies in many 
years of listening to the music of Bob Dylan. Confronted 
with the fascinating but somewhat enigmatic character of 
both person and oeuvre, this study is the final result of 
a reflection on music and lyrics and the persuasion that 
Bob Dylan's work is far more substantial and influential 
than that of most rock musicians. 
The first part will deal with the social and political 
protest in the early years of the decade. The emergence of 
the New Left and the rise of the Civil Rights Movement, 
~ 
against the background of the Kennedy and early Johnson 
administration will be the focus here. The actual analysis 
will reflect Dylan's musical involvement with those 
movements and his views toward the time period, as 
2 It Was Tw'enty Years Ago, 
documentary on Dylan by 
Back, (1966) 
L .. 
,, 
(London, 1987); Woodstock; and the 
Don Allan Pennebaker,Don't Look 
10 
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expressed in his lyrics. The second part, 'Radical Non-
Conformism: Chaos and Introspection' will highlight the 
-~ 
antiwar movement, but especially the Counterculture. We 
will see that Dylan in his lyrics touches on major 
countercultural points and concerns, such as alienation, 
mysticism, the drop-out statement, anti-society feelings 
and the generation gap. 
I will argue that Bob Dylan was of more significance 
,I 
for understanding the nineteen sixties than most rock 
singers. Although one should not lapse into the 
i 
exaggerations of many studies on Dylan that compare him 
uncritically to the most famous authors and poets, one 
should recognize that his lyrics, songs AND performance 
had a deep influence on a generation that is now in their 
forties, because he reflected their concerns, anger and 
tensions. 
\. 
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PART I: 
SOCIAL-POLITICAL PROTEST 
' 
1. HISTORICAL BACKGROUND: THE EARLY SIXTIES, 1960-1964. 
The election of John F. Kennedy as the new president 
of the United States held a promise for the future. He was 
a young, charismatic figure with an appeal to young people 
all over the country. His inauguration speech raised hopes 
for thousands of people. Nevertheless, they didn't always 
come true. For instance, the Cold War reached a 'boiling 
point' during the Cuban missile crisis, the closest the 
postwar world ever came to a nuclear conflict. People were 
scared, commercials for bomb shelters started to appear on 
T.V. and in newspapers. Domestically however, the two 
major movements were the Civil Rights Movement and the New 
Left. 
A. The civil Rights Movement. 
The Civil Rights Movement of this century is one of 
the most important upheavals of our time. The .'Black 
Awakening of America' mainly took place during the 
nineteen sixties and went through different stages of 
12 
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radicalization. 1 But th~ first successes date back to 
the 1950s. The court case 'Brown vs. Board of Education of 
Topeka' was a milestone in the movement. 2 Chief Justice 
Warren's unanimous opinion gave the Civil Rights Movement 
a new start. He declared that the 'separate but equal' 
doctrine laid down before by the Supreme Court ( In Plessy 
vs. Ferguson, 163 U.S. 537 in 1896) was unconstitutional. 
3 The Montgomery bus boycott of 1955-1956 was of major 
importance since it propelled Martin Luther King into 
national prominence. Mrs. Rosa Parks was arrested on the 
bus for sitting in the front, which was reserved for 
whites. This galvanized the black community of the city 
that decided on a one~day boycott. Led by Martin Luther 
King, the boycott lasted 382 days until the segregation 
was abandoned. 4 
In the early sixties the movement went through 
different stages, all connected with a specific event in 
the South. The sit-ins in 1960 started in Greensboro when 
,, 
four black students sat in at a segregated lunchcounter. 
1 Clayborne Carson, In Struggle. SNCC a-nd the Black Awakening 
of the 1960s, (Cambridge, 1981). 
2 Leon Friedman, ed., The Civil Rights Reader. Basic Documents 
of the Civil Rights Reader, (New York, 1967), 28-32. 
3 Steven E. Barkan, Protesters on Trial. Criminal Justice in 
the Southern Civil Rights and Vietnam Antiwar Movements,( 
New Brunswick), ·1985, 28-29. 
4 Friedman, Reader, 33. 
13 
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Refused service, they were joined by more and more fellow 
students during ensuing weeks as sit-ins spread to towns 
and cities throughout the South. 5 By the end of 
February, over thirty communities in seven states 
experienced sit-ins. The protests reached the remaining 
states by mid-April. By that time,the movement had 
attracted about 50,000 participants. 6 Although the 
initial sit-ins had been peaceful and polite, the protests 
became gradually more assertive. Violence occurred on 
several occasions, and even in places where there were no 
fights, there was an underlying current of hostility and 
fear among blacks and whites. 
An outcome from the student protest was the creation 
of the Student Nonviolent Coordinating Committee in April 
1960. Ella Baker, executive director of Martin Luther 
King's SCLC called for an organization that would be 
independent of adult control. Students confirmed their 
commitment to nonviolent doctrines, popularized by Dr. 
King. The founding was an important step in the 
transformation of a limited movement into a broad and 
sustained movement to achieve major social reforms. The 
SNCC embraced a more assertive and aggressive policy. 
5 Milton Viorst, Fire in the Streets. America in the 1960s, 
(New York, 1979), 91-125. 
·
6 Carson, In Struggle, 11. 
14 
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Their doctrine would pt~vail around 1964-65. 
In 1961, James Farmer of Congress Of Racial Equality 
(CORE) organized and guided the first Freedom Rides to 
test the Federal Court case which prohibited segregation 
in interstate transportation terminals and to demonstrate 
the effectiveness of nonviolent direct action by 
disciplined adherents. The first Freedom Riders left 
Washington on May first and traveled peacefully through 
Virginia and North Carolina before encountering violence. 
The worst accidents occurred in Anniston, Alabama where 
the buses were attacked by a mob of angry whites. The same 
occurred in Birmingham. It often happended that the 
marshalls sent in by the government were attacked as well. 
This example of direct action brought the movement 
national press coverage, mobilized Northern support, 
enabled large numbers of activists to participate, and put 
the most pressure on segregationists. 7 
Also in 1961, SNCC established a project in McComb, 
Mississippi, where they were joined by Northern black 
students as well as white students affiliated with the 
emerging Northern student movement. 8 It would be the 
7 Viorst, Fire, 125-161. 
Friedman, Reader, 51-60. 
8 Carson, In ,struggle, 45-55. 
15 
student movement's first experience with harsh violence in 
the South·, while trying to register black voters. ·After 
the murder on one of the leaders, the action came to a 
halt. 
Two years later, in 1963, to many people the single 
most important event of the Civil Rights Movement took 
place with the March on Washington, organized by A. Philip 
) 
Randolph. On August 28 of that year, an estimated 250,000 
people, black and white, attended the march. They listened 
to performances by Odetta, Joan Baez and Bob Dylan, and 
heard speeches of Randolph, John Lewis of SNCC and Martin 
Luther King who delivered his famous 'I have a Dream' 
speech. 9 
In the meantime, the relations of the Movement with 
the Kennedy Administration were deteriorating. The 
promises didn't seem to come true. By 1963 critical voices 
were heard, charging federal officials with hypocrisy for 
failing to back their expression of support for civil 
rights with real action. The administration's claim that 
new legislation was needed to give it authority to protect 
civil rights workers and prospective black voters did not 
convince SNCC activists who believed in more radical 
action to achieve their goals. 
9 We Shall Overcome! Documentary of tpe March on Washington, 
Authorized recording, produced by the Council for United 
tivil Rights Leadership~(Washington, 1963). 
16 
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In 1964, SNCC decrded to go into the South once more 
and set up the Mississippi Summer Project. Thousands of 
students from the North came down for the voter education 
and registration. The volunteers were first trained in an 
orientation week to eliminate persons dangerous to the 
movement. They had to be prepared for violence and had to 
be nonviolent and passive reslstants. They also had to be 
prepared to go to jail. And they were met with violence 
from white southerners, officials as well as mobs. The 
most chilling incident was the murder of three civil 
rights workers: James Chaney, a black Mississippian on the 
staff of CORE, Michael Schwerner, a white CORE worker from 
New York, and Andrew Goodman, a white college student. 10 
The workers had disappeared after being arrested. This 
focused immediate national attention on the Summer 
Project. 11 
Another initiative taken in the same year, was the 
Mississippi Freedom Democratic Party. It emerged with the 
purpose of challenging the regular Mississippi Democratic 
Party at the national convention in Atlantic City. 12 
•, 
The characteristics of the early Civil Rights Movement 
10 I Carson, In Struggle, 114; Barkan, Protesters on Trial, 83-
86. 
11 Barkan, Protesters on Trial, 83-86. 
12 Howard Zinn, SNCC. SNICK. student Nonviolent Coordinating 
Committee. The New Abolitionists, (Boston, 1969), 242-244. 
17 
were dominated by a nonviolence policy~ by direct action 
and by passive resistance, inspired by Martin Luther King. 
Several groups were at work, with different aims, methods, 
and target groups. The four major goals were integration. p ~ 
the end of discrimination and the Jim Crow system, 
expressed by NAACP (National Association for the 
Advancement of Colored People) and SCLC (Southern 
Christian Leadership Conference); formal political power, 
expressed by SCLC and SNCC; personal power as control over 
life and community; and equality, the latter two mainly 
expressed by SNCC and SCLC (And later by Black Powerj. The 
methods used went from nonviolent direct action and group 
training to voter registration and community organizing. 
But while NAACP and SCLC were aimed at the U.S. Courts and 
governments and the white audience, the SNCC's audience 
was the black community. 13 But however, with the SNCC, 
the younger generation was about to take over. It embraced 
a more aggressive policy. And aggressiveness and violence 
was what they met in these years. Activists were harassed, 
beaten and murdered. Among them, NAACP leader Medgar 
Evers, the three civil rights workers and many more. 
When Johnsop stepped into office, he signed the Civil 
Rights Act into law, and in 1965 he signed the Voting 
13 Edward Morgan, Class hand~uts. Poli tics of the 1960s, 
Bethlehem, 1989. 
18 
Rights Act. 
B. The Rise of the New Left. 
Paralleling the Civil Rights Movement was the 
student movement which reacted against other aspects of the 
American society. Calling themselves the New Left, they felt 
' ddisaffected from the technocratic and impersonal society in 
wwhich there seemed to be less and less dynamism. They felt 
aalienated from the political power machine. Students also. 
ccriticized the bureaucratic and depersonalized character of 
ttheir universities, which treated them as numbers in a file 
oor in a computer. Universities treated the students as 
llittle children, acting "in loco parentis". 
14 
An early milestone in the student movement was the 
establishment of the Students for a Democratic Society. At 
their first convention in 1962, they issued a New Left 
manifesto entitled the 'Port Huron Statement•.
15 The major 
ccontributor to this pamphlet was Tom Hayden, who had been 
active on the University of Michigan student newspaper.
16 
14 Edward J. Bacciocco, The New Left in America. Reform to 
Revolution. 1956 to 1970. (Stanford, 1974), 109-133. 
15 Albert & Albert, The Sixties papers. Documents of a 
Rebellious Decade, (New York, 1984), 176-197. And J. Miller, 
Democracy is in the Streets. From Port Huron to the Siege 
Chicago, (New York, 1987), 123-25. 
16 Ibid, 41-65. 
19 
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The document included a social analysis, a program for 
radical change, and tactics to achieve its goals. Noting the 
students' powerlessness at universities, they questioned 
whether the support for/of government policies was real or 
obtained by "manipulated acquiescence", with the result that 
Americans felt powerless to sway events. The document 
pointed to the gap in the democratic process which separated 
i 
people from the real wielders of power. For the sos the 
military-industrial complex_ (or power elite) was the 
11 
i:; 
_i ' 
villain. It served as a more convenient label for "the 
bureaucracy", a major cause of SDS unhappiness with modern·'-,1 
,.- .I. - ~· 
society. The bureaucracy was a faceless, impenetrable shell 
that made the decision-making process invisible and the 
entire system resistant to real change. SDS presented a 
program of radical change, both for foreign affairs, and for 
domestic politics. They believed that experiments in 
decentralization would eventually lead to "participatory 
democracy", where people could participate in the decision 
making process in a creative and dignified manner. The 
document also proposed ways to end the cold war, reduce 
military spending, and promote welfare legislation. In 
addition to the social critique and their program for 
V 
radical change, SDS wanted to build a new society, based on 
face-to-face relationships and participatory democracy. They 
had two goals: 
20 
"That the individual share in those 
social decisions determine the quality 
and direction of his life; that society 
be organized to encourage independence 
in men and provide the media for their 
participation." 17 
What they wanted was a community of independent-thinking 
individuals, sharing the same interests and values. They 
believed in direct community action to realize all this. The 
Port Huron Statement authors were was deeply influenced by 
the writings of sociologist c. Wright Mills who argued that 
people in modern society were absolutely powerless. Most 
people were out of the decision-making areas, and were 
dependent salary workers. To change this situation, which, 
they believed, endangered American society, the sos called 
for Active Participation, which would link the individual to 
his society again. 
Although SOS was very small in the beginning of the 
j 
sixties, with only a few chapters on college campuses, their 
influence rose steadily after 1963. They concluded a 
strategic and moral affiliation with SNCC. As Todd Gitlin 
· recalled: "SNCC moved us, seized our imagination". 18 SNCC 
carried the southern struggle to the northern campuses, as 
it did with the policy of "direct action", which is action 
by the peop·le on a community scale. Inspired by this 
17 Ibid, 333. 
18 Gitlin, Sixties, 128. 
21 
example, sos began organizing communities in the north. By 
~~ 
now sos had undergone a transformation from an intellectual 
to an activist movement. Sharon Jeffrey played a major role 
in this process. The project, 'Economic Research and Action 
Project• went to Northern ghettoes and required students to 
live and work with poor whites and blacks.
19 At the same 
time that 300 of SOS's Northern students were flocking into 
Mississippi, SOS also recruited a 100 more in 1964 to move 
into the slums of Newark, Chicago, Cleveland, Philadelphia, 
and half a dozen other cities. 
Those first years of the decade were stimulating, after 
the conformity and the 11 ungeneration 11 of the fifties. The 
first few years of the 1960s witnessed Kennedy's ambitious 
program for the Third World and especially Latin America, 
with the Peace Corps and the Alliance for Progress; the new 
Civil Rights Movement and the New student Left. Popular 
culture was undergoing a transformation as well. After the 
sugarsweet songs of the late fifties, there followed a 
revival of folk music which bridged the protest culture and 
the popular culture and featured such performers as Pete 
,. 
Seeger, the old-time combattant for the left; Phil Ochs; 
~- Joan Baez; Bob Dylan; and Joni Mitchell.
20 
19 Miller, Democracy, 190-194. 
20 See also p. 94 
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The shift to the mid-sixties began with the 
assassination of John F. Kennedy in November 1963. America 
was stunned. This seemed to symbolize that the dream was 
over, the hope had gone. Now, the 'green' years of the 
movements, the years of hope and promise ended. Soon, 
activists would clash with university authorities and the 
institutional machinery of the new Johnson administration. 
This period also marked the end of the nonviolence in the 
Civil Rights Movement and the end of the pure intellectual 
character of the student movement. Immediate action would 
soon take their place, action in marches, rallies and 
demonstrations. 
The years 1964-1965 thus marked the first transition in 
the sixties. A number of meaningful events took place, which 
influenced the movement and led it in other directions. 
The passage of the Civil Rights Act in 1964 marked a major 
achievement for the Civil Rights Movement. Other actions 
taken were the Mississippi Summer Program and the 
Mississippi Freedom Democratic Party. But this was also the 
r,. 
year in which the first major urban riot occurred in Harlem. 
Because of the mystique of the Civil Rights Movement 
and its appeal to northern students, civil rights had been 
the most im20.rtant New Left activity before the events of 
./ . 
,.~'' 
1964 shook the Berkeley campus. In the autumn of 1964 the 
emergence of the Free Speech Movement at Berkeley focused 
23 r 
attention on the student movement. Thousands of students 
protested against the restrictions of the university's 'in 
loco parentis' policy and struggled to win the right to 
full political advocacy on university property. There had 
! 
I \ . 
I 
always been a radical tradition in the San Francisco Bay 
Area, and at Berkeley, which contributed to this eruption. 
The immediate cause for the uprising was an administrative 
decree published in September 1964, prohibiting students and 
organizations from using a strip of university property for 
political goals and purposes. Although the students had the 
right to express their opinions, they were protesting 
against the removal of their privilege to use that place. 
Soon Mario Savio, veteran of the M.F.D.P., became the 
spokesman for the movement. Quickly sit-ins, rallies and 
st~ikes followed. Nearly one third of the students actively 
participated in the F.S.M.( About 8000 out of the total 
enrollment of 27,500.) University officials including Clark 
Kerr, the president, responded harshly to the student 
protests. 21 In retaliation, the students occupied a 
university building, Sproul Hall. When the students refused 
to leave, the university sent in the police who forcefully 
evicted them. This is the first time when violence was used 
on a northern campus against the students. 
21 William O'Neill, Coming Apart: an Informal History of 
America in the 1960s, (Chicago, 1971), 279-284. 
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The tactics of the Free Speech Movement at Berkeley 
would now be used by students on campuses around the nation 
to protest against American military involvement in Vietnam. 
r 
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2. ANALYSIS OF THE LYRICS, 1963-1964. 
Bob Dylan went through different stages of songwriting 
during his career. In 1961-1962 his work, inspired by 
Woody Guthrie was mostly folk oriented. 1963 and 1964 
marked his protest period, after which a punk-rock style 
appeared until 1968. That year marked yet another shift, 
this time to simple country-inspired music. In all these 
phases, Dylan seemed always one step ahead of his 
colleague musicians, his critics and his audience. 
After the release of .Bob Dylan in 1962, the star 
.'i 
syndrome bega.n to descend upon young Dylan, eventually 
bursting the Guthrie mold to reveal a sensitive yet 
compelling, socially concerned artist. He would take the 
social protest genre to unimagined heights and in the 
process become the spokesman for the rising tide of the 
youth rebellion in America and the West. 1 Dylan moved into 
the forefront of the topical-protest song movement. The 
folk song revival actually began in the years, after the 
Second World War, whe.n radical singers such as Woody 
., 
1 Anthony Scaduto, Bob Dylan, . ./) (New York, 1971), 111-117./ 
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Guthrie and Pete Seeger pointed out the 'evils' and 
drawbacks of postwar society. 2 It went on during the 
fifties, and led to the establishment of Sing Out. In the 
early nineteen sixties a number of topical protest singers 
came to the forefront, as Phil Ochs, Joan Baez and Bob 
Dylan-. They managed to express the fear and anger of the 
young generation. They felt related -- or at least a 
common bond-- with the New Left and the Civil Rights 
Movement. And they became the 'expression' of what was 
going on politically, reaching many more people with 
music, than speeches could ever do. 3 At precisely the same 
moment the 1960s youth-student movement was separating 
itself from the older generation of American radicals. 
The salient issues centered around two major concerns: 
black civil rights, the antisegregation movement, and the 
accompanying problem of white racist reactionary terrorism 
in the South; and the Cold War, the arms race, and the 
ever-present danger of nuclear holocaust. The 
revolutionary potential seemed to be centered in the 
concerned youth, as revealed in the dramatic rise of 
student radicalism and campus revolts and radical 
2 from the interview with M. MOSS. 
3 Ellen Willis, The Sound Of Bob Dylan, -in Commentary, 
44(1967)72-73. 
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organizations such as Students for a Democratic Society. 4 
As the Cold War reached its terrifying crescendo in 
the Cuban missile crisis of the fall of 1962, and the 
first American troops were quietly moving into South 
Vietnam, Bob Dylan unleashed a string of the most powerful 
and influential songs in the history of American social 
protest music. He would forever break with his Guthrie 
imitation with an unprecedented anger and vengeance, 
bitter youthful righteousness, and dark visions of the 
Armageddon. The songs discussed below are divided into· 
four categories: the arms race and nuclear threat; anti-
war songs; racism and civil rights songs; social 
injustice; and apocalyptic protest. 
A. Arms Race and Nuclear Threat: Anti-War songs. 
Dylan's career began at a 1time of acute public 
anxiety, when the long Cold War of the nineteen fifties 
seemed, from moment to moment, to be in danger of becoming 
very hot indeed. 5 There was enough real reason to fear 
that a total destruction of the world was imminent. In 
4 John P. Higgins, The American Left in the Twentieth Century, . 
(New York, 1973), 155-172. 
5 John Herdman, Voice Without Restraint. Bob Dylan's Lyrics 
and Their Background, (Edinburgh, 1982), 85. 
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1961, in a,conflict over Berlin, the Soviet Union erected 
the infamous Wall, a symbol of a new wall between East and 
West. Also in that same year, Kennedy, in fear of a 
communist 'conspiracy' against the United States, decided 
to invade Cuba and chase the communist government out. He 
thought Castro didn't have the support of the people. But 
he miscalculated and the invasion became a fiasco. It was 
only more oil on the fire in Soviet-American 
relationships. In 1962 the U.S.A. discovered that the 
Soviet Union was installing nuclear missiles on Cuba. In 
personal calls and·negotiations the problem was solved, 
but never had the world been so close to a Third World War 
as in those tense days. 
Dylan and other songwriters devoted numerous topical 
songs to the subject of the Cold War. Dylan's songs of 
1962 and 1963 are thus punctuated by~references to 'the 
next war' and the 'third world war'. This anxiety was a 
constant backdrop to his work in those years. The first 
three songs which will be discussed, were written in 1962 
\ 
and 1963: Talkin' John Birch Paranoid Blues; Let Me Die in 
My Footsteps; and John Brown. 6 
The John Birch Society was paranoid America in the 
6 None of these songs ever appeared on any album Dylan 
released. They did appear on folk, collections in the early 
sixties and on bootlegs. 
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1950s. It was a society characterized by an intense fear 
and distrust of communism and everything that tended to be 
leftist or endanger the comfortable position of rightwing 
activists, as Jewish bankers or academic intellectuals. 
McCarthyism hunted leftwingers throughout the country. The 
'}J 
Cold War and the idea that America had lost the war 
against communism played an important role. Paranoia 
reigned, the communists were about to take over the world: 
after Europe, it would be Asia, and then America. 
This uneasiness explains the emergence of right wing 
groups, of which the 'John Birch Society' was one. 7 The 
'Society' was organized in 1958 by Robert Welsh, and its 
members strongly believed that the collapse of America 
was imminent. The Russian Revolution would spread through 
a vast web of communist subversives who held high places 
in all walks of national life. This deep-seated and 
powerful internal communist conspiracy, had thus 
penetrated all aspects of American life, pervading the 
labor movement, the clergy, the business world, the media 
of mass communication, and the academic world at the 
university level. The Birch Society was also very 
"patriotic". America was number one and should stay that 
7 For information on the Society, the following studies were 
consulted: Benjamin R. Epstein & Arnold Forster, The Radical 
Right. Report on the John Birch Society and···its Allies, (New 
York, 1967). And J. Allen Broyles, The John Birch Society. 
Anatomy of Protest,. (Boston, 1964) • 
\ 
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way, without being threatened from sources without and 
within. This radical right attacked the 'Great 
Cons~·irators' in the United States: among others, the 
National Association for the Advancement of Colored 
People, the socialist party, blacks in general, Roman 
Catholicism and Jews. 8 
In his song, Dylan offers a satirical look at the 
'John Birch Society' to show his audience how far a group 
could go and believe its own premises. Nobody could be 
trusted, not even the maker of the American flag. 
•well, I quit my job so I could work alone, 
Then I changed my name to Sherlock Holmes. 
Followed some clues from my detective bag 
And discovered they wus red stripes on the 
American flag! 
That 01 1 Betsy Ross . •. ,, 9 
Thus he ridicules the movement, the paranoia that 
accompanied it, and the search for reds and communist 
ideas; in libraries, in politics, and in social life, 
even in the person of Betsy Ross. 
Let Me Die In My Footsteps touches on .another aspect 
of the Cold War, namely the fear of an upcoming nuclear 
war. People started to build bomb centers, encouraged by 
8 Epstein, Radica·1 Right, 17. 
9 Bob Dylan: Lyrics 1962-1985, (New York, 1985), 24; and 
Broadside, 1(1962)3. 
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officials as Rockefeller; cities built fallout- shelters. 
In short, this was another kind of paranoia. Dylan 
however, refused to go under the ground and die in a 
shelter. 
''Let me die on this land • fore I die underground. 
Let me die in my footsteps 
Before I go down under the ground. 1110 
John Brown seems to be influenced by America's involvement 
in foreign wars, especially those fought in Asia. Sons 
were proud to serve their country and die for it. This 
could have been written in 1967 during the war in Vietnam. 
The story goes as follows. John Brown went off to war, 
with the whole American nation being proud of him. His 
mother gets his~letters. Finally he comes home, a broken 
I 
body, covered in metal braces. He is totally confused now, 
and not so sure anymore that he f~ught for the just cause. 
In the end, he drops his medals into his mother's hand. 
This is a very evocative song, a long narrative about what 
a war can do to the soldiers who fight it. 
''Don• t you remember, Ma, when I went off to war 
You thought it was the best thing I could do? 
I was on the battleground, you were home ... acting 
proud. 
You wasn' t standing in my shoes.•• 11 
Dylan's second album, The Freewheelin' Bob Dylan 
10 • Ibid., 26, and Broadside, 3(1962)3. 
1 1 • Ibid., 51, and Broadside, 22(1963)3-4. 
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contains a number of -anti-war songs: Masters of War, A 
Hard Rain's Gonna Fall; and Talkin' World War Three Blues. 
Masters of War is a very angry song aimed at the designers 
of war: the engineers and the Secret Service .agents. 
come you masters of war 
You that build all the guns 
You that build the death planes 
You that build the big bombs 
You that hide behind walls 
You that hide behind desks 
I just want you to know 
I can see through your masks. 
and 
You fasten the triggers 
For the others to fire 
Then you set back and watch 
When the death count gets higher 
You hide in your mansion 
As young people's blood 
Flows out of their bodies 
And is buried in the mud. 12 
, 
They were the ones to blame for a possible 
destruction of the world, for the destruction of innocent 
lives, for the fear that people had. 
A Hard Rain's A-Gonna Fall is a song written during 
the Cuban missile crisis when tensions were high and a 
possible nuclear conflict was not out of the question. 13 
It is a vivid evocation of nuclear apocalypse, its theme 
12 Sing out! 13/3 ( 1963) 12-13, and Broadside, 20 (1963) 1-
2 ,published the song and commented it. 
13 See T. Gitlin, The Sixties, 197. 
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was modern, its spirit ancient. 14 It was song about the 
underside of America, ''where the executioner's face is 
always well-hidden", "where black is the color and none is 
the number", a world of deserted diamond highways, 
incipient tidal waves, clowns crying in alleys, children 
armed with guns and swords, "10,000 whisperin' and nobody 
listenin'", and occasional portents of redemption: "I met 
a young girl, she gave me a rainbow". 15 "Every 1 ine has 
an obliqueness and poetic suggestiveness that's alien to 
the popular aura of folk music or protest poetry, that 
marks the presence of an individual imagination rather 
than a collective mentality. 16· 
I• m a-goin I back out • fore t·he rain starts a-fall in 1 , 
I'll walk to the depths of the deepest dark forest, 
Where the people are many and their hands are all 
empty, 
Where the pellets of poison are flooding their waters, 
Where the home in the valley meets the damp dirty 
• prison, 
Where the executioner•s face is always well hidden, 
Where hunger is ugly, where souls are forgotten, 
Where black is the color, where none is the number, 
And I'll tell it and think it and speak it and breathe 
it, 
And reflect from the mountain so all souls can see it, 
Then I'll stand on the ocean until I start sinkin• 
But I'll know my song well before I start singin•, 
~-
14 Robert Shelton wrote for The New York Times that the song 
: ... is about the pollution of the atmosphere with 
fallout .•• " in -The New York Times, April 13, 1963. 
15 Willis,Dylan,- in McGregor,Bob Dylan, A Retrospective, 
(New York, 1972) , 224-225; Sing out! 12/5 (1962) 22-23. 
16 M. "oickstain, Gates of Eden, 194. 
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And it•s a hard, it•s a hard, it•s a hard, it•s a 
hard, 
It•s a hard rain•s a-gonna fall. 17 
The satirical Talkin' World War Three Blues toured the 
country's surface: hot dog stands, parking meters, 
cadillacs, rock and roll singers, telephone operators, 
cool females and officious doctors. Dylan's moral outrage 
co-existed with a grudging affection for American society 
and its foibles. If there was Masters of War, there was 
also I Shall be Free. If there was the dark vision, there 
was the light joking around: 
••well, now time passed and now it seems 
Everybody is having them dreams. 
Everybody sees themselves walkin• around with 
no one else. 
Half of the people can be part right all of the 
time, 
some of the people can be all right part of the 
time, 
But all of the people can•t be right all of the 
time. 
I think-Abraham Lincoln said that. 
11 1 • 11 let you be in my dreams if I can be in 
yours.•• 
I said that. 18 
The last strong antiwar song With God on Our Side 
recounts American military history with savage humor. 
Again satire and lyricism take over. 19 In all the wars 
17 Dylan, Lyrics, 58-59. 
18 Sing Out J, 13/5 ( 1963-4) 7. 
19 w. Mellers, Bob Dylan. Freedom and Responsability in -
McGregor, Retrospective, 400. 
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America had fought, it always had God on its side, was 
taught in American classrooms: the Indian Wars, the 
Spanish-American War, the Civil War, World Wars one and 
two, and the future possible war against the Russians or a 
nuclear war. 
But now we got weapons 
Of the chemical dust 
If fire them we•re forced to 
Then fire them we must 
One push of the button 
And a shot the world wide 
And you never ask questions 
When God• s on your side. 20 
He attacked blind obedience, the opportunistic change of 
allies ( first the USSR, now the Germans), chemical 
warfare and the outraged fear for communists. In allusion 
to the Bible, he wonders whether Judas Iscariot had God on 
his side, like America arrogantly thinks it has too. 21 
B. Racism and the Civil Rights Movement . 
... 
The other hot issue still was the discrepancy between 
white and black. In the nineteen sixties however, ·the 
tension reached a high point and culminated in different 
kind of demonstrations, incidents and riots. 
Dylan devoted several songs to this national problem~ 
20 Dyl~n, Lyrics, 80-81. 
21 Broadside, 27 ( 1963) 1-2. 
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He based most of these topical songs on true newspaper 
stories he had read or seen. The Death of Emmett Till is 
the story of a Chicago youngster who came to visit his 
relatives in the South. There, he went into a store, and 
allegedly had whistled at a white woman, Mrs. Roy Bryant, 
wife of a white storekeeper near Money, Mississippi. Later 
the same evening, the boy was kidnapped byr~Roy Bryant and 
I 
J. W. Milam. They beat him, shot him and threw his body in 
the river. In the court trial that followed, the two 
brothers, charged with murder, were acquitted, thanks to 
the all white court and jury. Later, the two publically 
confessed the murder to a newspaper. 22 This was 
significant because this murder case focused the eyes of 
national attention on the intricate system of race 
relations which the dominant white group enforced in the 
name of stability. The process concerned the entire state 
and its role as a militant defender of racial segregation 
practices. 23 
Dylan tells the story in his own words, and dramatized 
the events even·more. He accused,white racism; the corrupt 
Southern judicial system, the Ku klux Klan, the entire Jim 
22 The New York Times, September 2, 37: 3; September 7, 19: 4; 
September 8, 10:5, September 18, 50:3 and IV, 7:1. 
23 The New York Times, September 18, IV, 7:1. 
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Crow system. 24 
''I saw the morning papers but I could not bear to 
see 
The smiling brothers walkin• down the courthouse 
stairs. ·· 
For the jury found them innocent and the brothers 
went free, 
While Emmett•s body floats down the foam of a Jim 
crow southern sea.,, 25 
On his second album, Dylan recapitulated the struggle 
of James Meredith to enter the University of Mississippi, 
in the witty song Oxford Town. The song is a typical 
mixture of Dylan anger defused with whimsy. Broadside , a 
small folk magazine concerned with topical songs published 
numerous songs on that issue, as·the Ballad of Oxford, 
Mississippi by Phil Ochs, Talking Ole Miss by Richard 
Peck, and the Dylan Song. 26 
••oxford Town, Oxford Town 
Ev•rybody•s got their heads bowed down 
The sun don•t shine above the ground 
Ain•t a-goin• down to Oxford Town. 
he went down to oxford Town 
• • Guns and clubs followed him down 
24 The theme of the corrupt judge can also be found on a number 
of bootleg songs, as The Death of Emmett Till and Percy's 
Song,a song about the judge's refusal to revise a 99 years 
sentence, given for a traffic accident. In Seven Curses, 
he dams the judge with the seven biblical curses of the Old 
Testament. The judge, in exchange for a sexual relationship 
with the daughter, promised not to hang the convict, but 
did it anyway. This negative view of the judicial system 
can also be found in his later work. ( The Drifter's 
Escape, Hurricane, Joey, Jokerman, etc.) 
25 Broadside, 16 ( 1962) 2. · 
26 Broadside, 15 (1962) 10, 16 (1962) 3-4, 17 (1962). 4. 
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All because his face was brown 
Better get away from oxford Town 
Oxford Town around the bend 
He come in to the door, he couldn't get in 
All because the color of his skin 
What do you think about that, my frien•? 
Me and me gal, my gal•s son 
we got met with a tear gas bomb 
I don•t even know why we come 
Goin• back where we come from 
oxford Town in the afternoon 
Ev•rybody singin• a sorrowful tune 
Two men died •neath the Mississippi moon 
somebody better investigate soon 
Oxford Town, Oxford Town 
Ev•rybody•s got their heads bowed down 
The sun don•t shine above the ground 
Ain•t a-goin• down to Oxford Town27 
Dylan tells the story as if he were there, in the 
middle of the heat. The background of this story is as 
follows: James Meredith, a black 29 old-veteran of the Air 
Force, attempted to get into the University of 
Mississippi, which was all white. Mississippi was one of 
the three states that had not permitted any sch~ol 
integration. 28 The Mississippi Court Judge Cameron 
ordered a postponing of Meredith's enrollment. Al\,the 
. . --- /1 
governor of the state, Ross Barnett was determined-~6 
prevent Meredith's admission to the university. 
Nevertheless, the Supreme Court Justice ruled (September 
27 Dylan, Lyrics, 62. 
28 The New York Times, September 11 (1963) 20:6. 
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10) that the university had to admit a negro. Right after 
I 
this, the governor appeared on TV and proclaimed that all 
public schools and institutions of higher learning would 
be operated under state officials. He declared that each 
state institution must enforce only laws enacted by the 
state legislative: 
I hereby direct each said official to uphold 
and enforce the laws duly and legally enacted 
by the legislature of the State of Mississippi 
and to interpose the state sovereignty and 
themselves between the people of the state and 
anybody politically seeking to usurp such power 
[ ... ] Should the actions on the part of any of the 
public officials of Mississippi be construed as 
cont~mpt of federal Courts, then in such event, I 
humbly and respectfully suggest that the charge 
be laid upon the governor of our sovereign state 
and not a~ainst any of her public officials or 
citizens. 
He read a proclamation declaring that :under a resolution 
adopted by the state legislature in 1956, he was-
interposing the sovereignty of the state between the 
Federal Government and the people of the state. He also 
charged that every p~blic official in the state should be 
willing to go to jail for the cause of segregation. 
In the end, the whole conflict culminated in several 
attempts to enroll Meredith in the University of 
Mississippi. Up to four times, it had to be cancelled when 
it became evident that his life would be endangered. 
Several hundred marshalls had to accompany him to ensure 
29 The New York Times, September 14 (1963) 1:1. 
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that.the desegregation order of the Federal Court would be 
carried out. Clashes between the Meredith escort and 
state, county and city law-enforcement units deployed 
there by Ross Barnett were not unimaginable. But the 
'· 
government hesitated to use military intervention. 
Nevertheless there was grave doubt in Washington that any 
force of marshalls,would be able to deal with the unruly 
crowds and large numbers of state police, prepared to 
oppose Federal Law. 3° Finally, President Kennedy 
personally intervened and held a speech in which he 
stressed that all he wanted was the law to be respected. 31 
Nevertheless, as mentioned, rednecks and racists from 
Mississippi and other states came to Oxford with sticks, 
stones, bottles, firebombs and weapons. They attacked the 
marshalls and the gathered press corps. The final use of 
the National Guard only caused more anger among the 
Mississippi citizens. The riots lasted all night and as a 
result, a news reporter and a citizen were killed. 32 
30 The New York Times, September 28 (1963) 22:6. 
31 
"· •• Even among law abiding men, few laws are universally 
loved, but they are ·uniformly respected and resisted. 
Americans are free to disagree with the law, but not to 
disobey it.[ ... ] My obligation[ .. ~] is to implement the 
orders of the court with whatever means are necessary and 
-with as little force and civil disorder as the circum-
stances permit." -in Sorensen, Kepnedy, (New York, 1965), 
485. 
32 Luc Moesen, Ontwikkeling~van de religieuze thematiek in het 
oeuvre van Bob Dylan, (Leuven, 1988), 33. 
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The Times They Are A-Changing contained two songs 
inspired by racial problems and the Civil Rights Movement. 
The Lonesome Death of Hattie Carroll came right out of a 
newspaper article:" William Zantzinger, a 24- year old 
J 
tobacco farmer ~as sentenced to six months in prison for 
fatally caning a Negro Barmaid. 1133 The incident occurred 
at a charity ball attended by Zantzinger and his wife in 
Baltimore on February 9, 1963. According to the testimony, 
Zantzinger on his arrival struck a bell boy with a toy 
cane. Then, after he sat down, he struck a waitress with 
the cane. Next he demanded a drink from Mrs. Hattie 
Carroll, a 51 -year old barmaid. She didn't bring it fast 
enough and apparently he said:" I don't have to take this 
kind of stuff from a nigger!", and struck Hattie Carroll 
with the toy cane. The woman had a history of heart 
trouble and died eight hours later. The c~se was heard in 
Hagerstown, Maryland on a change of venue from Baltimore. 
The state originally sought a murder conviction but the 
charge was later reduced to manslaughter. 
Bob Dylan recapitulated the story. It was an 
accusation against Southern society: the prejudices, the 
injustice and the racial hatred. Although Zantzinger had 
33 The New York Times, August" 29 (1963) 15:2 
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killed Hattie Carroll, he got out on bail. He only had to 
serve six months and the sentence would only begin several 
weeks later to allow Zantzinger to finish gathering his 
crop. In short, it was a very unjust penalty for such a 
severe crime. Dylan asked the question whether a Southern 
,. 
white can kill for no reason at all, and still get away 
with it, because his victim was black? 
William Zanzinger, who at twenty-four years 
owns a tobacco farm of six hundred acres 
With rich wealthy parents who provide and 
protect him 
And high office relations in the politics of 
Maryland. 
Reacted to his deed with a shrug of his 
shoulders 
And swear words and sneering, and his 
tongue it was snarling, 
In a matter of minutes on bail was out walking. 
and 
In the courtroom of honor, the judge pounded his 
gavel 
To show that all's equal and that the courts are 
on the level 
And that strings in the books ain•t pulled and 
persuaded 
And that even the nobles get properly handled 
[ ••• 1 
stared at the person who killed for no reason 
[ ••• 1 
And handed out strongly[ ..• ] William Zanzinger 
with a six-month sentence. 34 
The last civil rights song to be discussed, tells us 
the story of Medgar Wiley Evers. This ~7 years old black 
served in Jackson, Mississippi as state field secretary 
34 Broadside, 43 (1964) 1-2, The Times They Are A-Changing,2:4. 
43 
,, 
I 
(! 
for the National Association for the Advancement of 
Colored People. He was born in 1925 in Mississippi and 
entered the United States Army in 1943. At the war's end, 
he enrolled at Alcorn A & M University in Southwestern 
Mississippi. In 1952 he joined the NAACP and became a 
member of its staff two years later. 35 Because of his job, 
his life was in constant danger and he suffered 
harassment, both from police and white Southern civilians. 
On June 12, 1963, a sniper laying in ambush shot and 
fatally wounded the black Civil Right leader. Following 
the murder, black protest~ demonstrated in the city. The 
NAACP headquarters offered $10,000 reward for the 
killer. 36 Medgar Evers had been used to violence and 
"lived with peril in his job". He was often attacked and 
threatened. Only the night before the fatal incident, a 
· 37 firebomb had been hurled onto the carport of his home. 
Remarkable in Dylan's song is the fact that the black-
white judgement of the traditional protest song is being 
broken and transcended. The victim for instance is no hero 
or martyr for the cause. The killer is pictured as the 
victim of the circumstances and of the system that led him 
35 The New York Times, June 1 (1963)8. 
36 The New York Times, June 13 (1963) 12. 
37 The New York Times, June 1'3. ( 1963 )' 13. 
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to his deed. He is ohli'a pawn in the game of Southern 
I 
! 
politicians and l~gal authority represented by marshalls, 
sheriffs, governors, policemen and soldiers. The offender 
is the one in trouble, the prisoner of this system. 
And the poor white man remains 
on the caboose of the train 
But it ain•t him to blame 
He's only a pawn in their game. 38 
The most remarkable fact about this song is that Dylan 
seems to clear the killer and blame the responsible 
authorities. This is only understandable if Dylan (1) 
wanted to oppose the traditional protest songs, formed 
along the same basic lines, and (2) because of the 
anonymity of the murder, so that he can serve as the 
impersonal victim of a corrupt system. Thus the song 
transcended the mediocre by being more than journalism put 
to music and by pointing to evil in a structural manner. 39 
c. social Injustice. 
The hopelessness and the impotence to change something 
in society, can be found on several albums. One of the 
early social comments is the Ballad of Donald White,. a 
38 Sing out!, 14/1 (1964) 31. Broadside, 33 (1963) 5. 
39 For example, Phil Ochs, Here's to the State of Mississippi. 
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story about a convict, sentenced to death. 40 He was an 
orphan, never had any friends and could only find peace in 
..• 
prison. Because the prisons were·overcrowded, he was 
released. Hopelessly, he killed yet another man, but this 
time, the system sentenced him to death. Dylan puts all 
the blame on the impersonal society, that does not care 
for individuals. 
But there is just one question 
Before they kill me dead, 
I'm wondering just how much 
To you I really said 
concerning all the boys that come 
Down a road like me, 
Are they enemies or victims 
Of your society? 41 
The Times They Are A-Changin' contains two excellent 
social songs, The Ballad of Hollis Brown and North Country 
Blues. In contrast to the title, the first song is based 
upon a blues song and the second one is a ballad that has 
only the despair in common with the blues. In comparison 
to the previous songs where stress is laid on telling the 
moral, hera,the moral is to be found implicitly in the 
events. The first song is remarkable in its didactic 
clearness, a visual quality that most of Dylan's early 
songs have in common with a movie. Simple i.mages are 
brought together and lead to a climax, strengthened by the 
40 The song never appeared on a Dylan album. 
41 sing out!, 12/4 (1962) 8-9. 
46 
monotony of the guitar. The Ballad of Hollis Brown tells 
the story of a poor farmer in South Dakota -true or not-
who kills his wife and five children after which he 
commits suicide, because he can no longer take care of his 
family. 
There•s seven breezes a-blowin• 
All around your cabin door· 
seven shots ring out 
Like the ocean•s pounding roar. 42 
It seems that the story takes place during the big 
droughts in the nineteen thirties, with the terrible winds 
that blew away the fertile soil. This led to many 
tragedie within immigrant families who moved West. These 
Dust B~ Ballads had been made popular by Woody Guthrie, 
'""~,"::-- .. > 
Union activist and singer-songwriter, the great 
inspiration for the young Dylan. 
Your grass it is turning black 
There•s no water in your well 
and 
The rats have got your flour 
Bad blood it got your mare 43 
! 
Although there is a bond between the poor farmer in the 
I:, 
/' 
song and the listeners, they have to watch helplessly how 
the family comes to its tragic end, With this, Dylan 
42 The Times They Are A-Changiil', 1: 2, and Broadside, 21 ( 1963) 
7. In the magazine, the song is titled The rise and fall 
of Hollis Brown, a true story. 
43 , Dylan, Lyrics, 79. 
47 
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wishes to attack the anonymity of modern society. The 
only hope in this situation is on the macro level. For the 
farmer in specific, there is no solution,. ... only the 
execution of the verdict. It is somewhere else that new 
life and new hope start over. 
There's seven people dead 
on a south Dakota farm 
Somewhere in the distance 
There•s seven new people born. 44 
Along the same line runs North Country Blues. Here 
too, is no hope for a better future for the traditional 
community of the Iron Range, the largest open iron pits in 
-
the country. Dylan grew up in this area and the song thus 
contains some autobiographical elements. However, he puts 
•• himself in the place of a miner's wife to tell his 'tale'. 
Even though he calls it a 'blues', the song resembles a 
nineteenth-century western ballad. 45 The news of the 
.f./.¥· 
closing of the mines in favor of iron production in South 
America, where cheap labor offered more perspectives for 
entrepreneurs, meant the beginning of unemployment and 
I 
misery. 
so the mining gates locked 
And the red iron rocked 
And then room smelled heavy from drin·king. 
Where the sad, silent song 
Made the hour twice as' long 
44 , Ibid, 79. 
45 R. Shelton, No Direction Home. The Life and Music. of 
Bob Dylan, (London, 1986), 214. 
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As I waited for the sun to go sinking. 46 
The same theme is part of the poems 11 Outlined 
Epitaphs of which the album contains four. In a way, both 
are an exaggerated reaction to Hibbing, Minnesota where 
Dylan grew up. In these songs, he expressed his feelings 
towards his home-town and his origins, and it is some kind 
of justification for his departure to New york. 
D. Apocalyptic protest. 
In contrast with the songs discussed so far, all 
specifically related to a certain theme or topic, Dylan's 
songs with apocalyptic themes contain material that can be 
applied in an general way on a number of different 
situations. A political, apocalyptic protest song is The 
Times They Are A-Changin'. 47 The specific theme of the 
change of the time, especially in the nineteen sixties, is 
being elaborated in metaphorical manner. This song 
expresses the fundamental attitude or the motivating 
background of the youth protest: a generation that is 
getting aware of its own identity and that resists the 
established order and culture. In this sense, the song is 
a prophecy of the goal and the emotional power of the 
46 Dylan, The Times They Are A-Changin', 1:5. 
47 Broadside, 39 (1964) 1. 
49 
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developing Counterculture, and the growing radicalism of 
the student movement. 
Come senators, congressmen 
Please heed the call 
Don•t stand in the doorwy 
Don•t block up the hall 
For he that gets hurt 
Will be he who has stalled 
There•s a battle outside ragin•. 
It'll soon shake your windows 
And rattle your walls 
For the times they are a-changin•. ~ 
a 
To give shape to his prophetic-apocalyptic vision, 
Dylan used biblical imagery and language. 49 That Dylan is 
in the most general sense a 'religious' artist has for 
long been a standard, if not a cliche, in commentary on 
his work. All research points out that he has been 
constantly searching, experimenting, toying with a variety 
of religions and philosophies. Certainly various religious 
or quasi-religious interests have influenced_and colored 
his work: drug-mysticism, Zen-Bhuddism, Talmudic 
philosophy, later the tarot. But a far more definite, 
substantial and constant thread runs through Dylan's 
spiritual and intellectual history, one which places him 
squarely in the mainstream of the Judea-Christian 
tradition. 50 The apocalyptic world view is a major strain 
48 Dylan, Lyrics, 78 
49 Herdman, Voice Without Restraint, 87-89, and J. 
Landau,John Wesley Harding, in - Crawdaddy, 1968. 
50 , Ibid,82. 
50 
-
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in his writing. The song's central idea is the millennial 
theme of the reversal of fortune. The song contains four 
worked out metaphors: the threat of the upcoming tide, 
which remembers the Flooding of the earth 51 , the rotating 
Wheel of Fortune, the collapse of the building of the 
establishment, and the next order. The old order which is 
the world order upon which all life depends; will tremble 
.. 
and dissolve when c9aos comes again. 
The line it is drawn 
The curse it is cast 
The slow one now 
Will later be fast 
As the present now 
Will later be past 
The order is 
Rapidly fadin• 
And the first one now 
Will later be last 
For the times they are a-changin• 52 
Within this ground of resonating imagery the evocative 
sentences quoted above are refashioned and deployed. The 
way this is done is remarkable. "For the times they are a-
changin'" is repeated five times, and the whole i!R_~gery 
prepares the listener for the final verse which clearly 
reveals biblical influence of resurrection, rejection and 
destruction and the announcement of a new future. Other 
Genesis, 6, 5-8 and Genesis 7, 1-24 contain the 
Flooding story. Dylan uses them again in Before the 
Flood. The coming of the ship in When the Ship Comes 
In leans very close to this. 
52 Dylan, The Times They Are A-Changin', 1: 1. 
51 
• 
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verses express the same feeling: 
If your time to you is worth saving ... 
The battle outside raging •.. 
Your old road is rapidly aging ... 
' 
"The first one now will later be last" comes from Matthew. 
/\ 
20, 16. In the reversal of the paradox, Dylan talks about 
the contradiction between winner and loser, between fast 
and slow, and between past and present. 53 
Even if this song only accomplishes its full prophetic 
point in the sense of the 'fulfillment of the prophecy', 
Martin Gray finds its political message outstripped 
because of the changes within the events itself: 
,; . 
" ... It was certainly prophetic. - But it has been 
outdated: and the important outdating has been done by · 
the changes that the song itself threatened. Its 
message is politically out of date. On the one hand 
'mothers and fathers throughout the land' are as ready 
as ever to criticize what they don't understand, and 
on the other hand the people who have pioneered neo-
social change have gone beyond the optimism of 
expecting senators and congressmen to heed their 
political calls." 54 
What comes forth of the song is once again the structural 
sense of the evil, present in the economic, social and 
~ political structures. This anti-establishment and anti-
authority mentality refers the guilt question to the 
53 Mattew. 20,16: so the last shall be first, and 
first last. Also in Mt. 19, 30: But many that 
first shall be last, and the last shall be first. 
54 Gray, Song and Dance Man, 1 7 O. 
52 
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established order. Authority is rejected in favor of 
\ 
\ irreducible auton~my, freedom of speech and even 
innocence. The apocalyptic caliber of this song can be 
found in the tremendous power and the destruction with 
which such a prophetic accusation will take place: an 
eschatologically experienced change and future that is of 
this earth. 55 
Another important song that deals with the same 
problem is When the Ship Comes In. But Dylan makes use of 
a better thought-out image. Dylan makes use of the image 
of harmony, a truly cosmic harmony, in which all nature, 
animate and inanimate, participates. Yet as in the 
ultimate biblical source, this harmony is prefigured by a 
cleansing storm, and the messianic ship is awaited in an 
atmosphere of foreboding. 
Oh the seas will split 
And the ship will hit 
And the sands on the shoreline will be shaking 
Then the tide will sound 
And the wind will pound 
And the morning will be breaking. 56 
The song tells the story of a messianic ship on the 
shoreline after a storm, the seas are split, with the 
proud crew standing on the deck, watched by the sun and 
55 Herdman, Voice Without Restraint, 89. 
56 Dylan, The Times They~Are A-Changin', 2:3. 
53 
surrounded by smiling fishes and seagulls. Aft~r the 
storm, the natural order will be transfigured as the ship 
hits the shoreline and the new morning breaks. This 
prophetic vision of a better future relates to an 
r-~\ 
apoca"lyptic view of the 'end of times', after which a 
period of harmony and peace will follow. This vision 
hasn't got anything in common anymore with the things that 
could be realized by a change of social circumstances. The 
\. ,· 
,, 
..... breakthrough of the natural order and the dawn of the 
mythical morning is of an entirely different character 
l\> 
than the plain affirmation that history is subject to 
change. 57 
According to Herdman, "the disturbing quality of the 
prophetic vision is enhanced by Dylan's characteristic 
capacity for psychological inwardness: he is able to make 
us imagine from within the skin, what it will be like 'on 
that dreadful day'". 58 The violent way Dylan rejects 
every compromise, is repeated at the end, when the hour of 
"" 
the millennium and the Day of Judgement is at hand. 
Then they'll raise their hands, 
sayin• we•ll meet all your demands, 
But we•ll shout from the bow your days are 
numbered 
And like Pharao•s tribe, 
They'll be drowned in the tide, 
57 L. Moesen, Religieuze Themathiek, 38. 
58 Herdman, Voice Without Restraint, 90. 
54 ) 
And like Goliath, they'll be conquered. 59 
Rather than citing specific biblical material, Dylan re-
presents biblical imagery as it might be found within a 
cultural group. The whole song reveals how much Dylan 
likes this kind of language. To end this analysis, it is 
not just the textual elements, but especially the 
performance of the song that gives it its desirable 
specific strength _and appeal. 
) . 
Dylan's best known song and indelibly connected with 
his name is and remains Blowin' in the Wind, the remaining 
song in this apocalyptic group. 60 As the preceding songs, 
this one is filled with a general theme and it is a song 
of all times. This becomes clear from the questions that 
are asked and the answers that are given. None of the 
questions finds a simple and clear answer, it is the 
question to which any answer can be given, unless the 
answer is blowin' in the wind. 
59 
60 
How many roads must a men walk down 
Before you call him a man? 
Yes, •n• how many seas must a ·white dove sail 
Before she sleeps in the sand? . 
Yes, •n• how many times must the cannon balls fly 
Before they•re forever banned? 
The answer, my friend, is blowin• in the wind, 
The answer is blowin• in the wind. 
Dylan, Lyrics, 86-87. 
Sing out!, 
1. 
12/4 (1962) 4, and Broadside, 6 · (1962) 
55 
How many times must a man look up 
~efore he can see the sky? 
Yes, •n• how many ears must one man have 
Before he can hear people cry? 
Yes, •n• how many deaths will it take till he knows 
That too many people have died? 
The answer, my friend, is blowin• in the wind, 
The answer is blowin• in the wind. 
How many years can a mountain exist 
Before it is washed to the sea? 
Yes, •n• how many years can some people exist 
Before they•re allowed to be free? 
Yes, •n• how many times can a man turn his head 
And pretend that ,he just doesn•t see? 
The answer, my friend, is blowin• in the wind, 
The anwer is blowin• in the wind. 61 
According to W. Hampton, the song asks nine questions 
about several of the most important social concerns of the 
time 62 : racism and social injustice; war and violence; 
• 
false consciousness; political apathy; and the 
possibility of social change. 63 All of these concerns are 
answered with the simple refrain:" The answer my friend, 
is blowin' in the wind, the answer is blowin' in the 
wind". 64 
61 Dylan, The Freewheel in', I: 1. 
62 
63 
64 
"I wrote a song with nine questions and a group made 
a hit of it and so I took each question and wrote 
-another song with it". - Ralph Gleason, in -Ramparts, 
1966. 
These nine questions 
traced in the song. 
• 1n 
Wayne 
Hill. 
161. 
Hampton, Guerilla 
Woody Guthrie.Bob 
the five categories can be 
Minstrels. 
Dylan, 
.I 
John Lennon. Joe 
(Knoxville, 1986) , . 
56 
It is superfluous to ask what is to be heard in the 
wind, or what the wind is symbolizing. Such questions 
ignore the intention of the song: make people think, 
knowing that the way to the ultimate goal will be long and 
difficult. This song, with its strong lyrics and poetic 
potential, definitely pushed the genre of protest not only 
beyond the confines of esoteric labor and left wing 
• 
circles and into the public domain of mass consciousness, 
but also beyond the limits of the topical-ideological 
propaganda song and into the realm of serious art. 
57 
) 
3. CONCLUSION 
The song that concludes Dylan's last protest album 
(1964), is. at the same time a farewell to protest, to the 
Movement and the Cause. In A restless Farewell he draws a 
kind of testament about the previous period. He tries to 
justify his farewell to protest and the folk audience: 
Oh a false clock tries to tick out my time 
To disgrace, distract, and bother me. 
And the dirt of gossip blows into my face, 
And the dust of rumors covers me. 
But if the arrow is straight 
And the point is slick, 
It can pierce through-dust no matter how thick. 
so I'll make my stand 
And remain as I am 
And bid farewell and not give a damn. 65 
This sudden farewell to protest raises questions 
concerning the content and the standard of Dylan's 
political vision; and the meaning of this protest for him 
, and the credibility and sincerity of his performance. What 
are the reasons for the new irrelevancy of protest and 
political action? 
. ¢ 
f 
Anthony Scaduto in his biography offers some reasons. 
that are responsible for the changes in Dylan's personal 
and political vision. First, Dylan started to think about 
protest and politics and their artistic expression in folk 
65 Dylan, Lyrics,88-89. 
58 
music. Secondly, there were troubles in his personal life 
that led him to concentrate on questions of love and 
personal freedom. Thirdly, Dylan realized that his 
charisma for his audience was of more importance to his 
success than the political content of his protest songs. 
And fourth, Dylan always felt a tension between his 
political and expressive side. Around this time, he made 
it clear that the expressive side of him was going to be 
up front. 
When we look at the tendency of his protest songs, it 
is remarkable that they form a clear -or even one-sided 
criticism of the system, the authorities and the 
establishment. This is comparable to a structural 
suggestion of evil in a philosophical context. In these 
songs the individual is more or less seen as the victim 
(or at least subject) of the system, the ever ruling and 
by nobody ruled, the ever controlling and by nobody 
controlled system, as Herbert Marcuse expressed it. 
Implicitly this means that the individual should throw off 
the ballast of morality or authority to find his real·and 
deep self. Dylan's criticism of the system is rooted in 
the same conviction. In his option there is no room for a 
real political solution. He doesn't share the optimism ofJ 
the Movement concerning a constructive change and thus it 
is a logical step to declare authorities and politics 
59 
,! 
\ 
\ 
irrelevant. 
Jon Landau tries to explain this by typecasting 
Dylan's protest music as one-dimensional. A clear example 
is Masters of War. ''What is jarring here is not Dylan's 
political judgments - they are unobjectionable by 
themselves- but the unreality of Dylan's response to this 
situation. He is creating an abstraction, a stereotype, 
upon which he can justify his hatred, not the other way 
around. 1166 His response is not to someone he knows but to 
someone he imagines, who gets loaded with guilt. Landau 
recognizes an important polarity here: "A continuing 
tension between Dylan's continually evolving mythical view 
of himself and society and his own desire to get outside 
of it." 67 Concerning Dylan's love lyricism, we can make 
the same remark. His one-dimensional myths are usually 
characterized by a lack of subtlety anq, sympathy. A good 
example is the ambiguity of Don't think Twice, It's All 
Right. 
Dylan thus sometimes gives destructive commentary on 
society and authorities without feeling subdued or 
concerned. Globally, this attitude can be placed within 
the framework of a paranoia structure, a typology applied 
.. 
66 Jo,n Landau, John Wesley Jiarding, in- Crawdaddy, 1968. 
67 I Ibid, 251. 
60 
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to Dylan several times. 68 The inner unrest and split is 
granted the status of external reality, in which the 
projection is the most difficult defense against the 
awakening of unacceptable impulses, motives that are -
because of that - attributed to other persons. In My Back 
Pages he scoffea at his previous moral absolutism. His 
refrain, "seemed a snap at the thirties left". 69 
Ah, but I was so much older then, 
I'm younger than that now. ro 
Did Dylan deny his political ideals or in~entions with 
this? According to left radicals and folk purists, the 
answer was yes. In the years 1964-1966, an enormous 
controversy went on in the leading magazine of topical 
folksongs Sing out! In a symposium on the matter, we are 
confronted with arguments pro and con. Ewan Maccoll, a 
British folksinger expressed his feelings as follows: 
68 
69 
"But what of Bobby Dylan, scream the outraged 
teenagers of all ages ... Well, I have watched with 
"Like many other creative artists of the sixties, 
Dylan's genius is closely bound up with paranoia 
( ... ) Whether he dodged the world or came out to 
meet it, Dilan has usually been able to satisfy 
deep personal needs in a way that also contributed 
to his mystique. There's a reason to believe that 
the obscurity of Dylan's later lyrics arose more 
from personal evasiveness (and the need for self-
dramatization) than from any conscious surrealist 
aesthetic." Morris Dickstein, Gates of Eden, 193. 
Willis, Bob Dylan, 
225- 226. 
Retrospective, 
70 Dylan, Lyrics, 106-107. 
61 
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fascination the meteoric rise of this American idol 
and I am still unable to see in him anything other 
than a youth of mediocre talent. Only a completely 
non-critical audience, nourished on the watery pap of 
pop music, could have fallen for such tenth-rate 
drivel. "But the poetry?" What poetry? The cultivated 
illiteracy of his topical songs or the embarassing 
fourth grade schoolboy attempts at free verse ... "But 
think of his outspoken attack against war!" It has 
been safe and fashionable to speak out against the 
war since 1918; President Johnson consistently speaks 
out against war, even while he is sending bombers 
against the Vietnamese .•. ! have dealt with Dylan in 
some length since, for me, he exemplifies 
contemporary American songwriting, a movement where 
journalism is more important than art, where flabby 
sentimentality and shrill self-pity take the place of 
. '' passion ... 
q 
On the other hand, we do find some more favorable 
accounts, as John Cohen's: 
'' ... Some of Bob Dylan's songs have been truly moving 
to today's younger generation, and their strength lies 
more in their artistic and poetic insights than in 
their social wisdom, for the times are always 
h . " c anging ... 
' 
or by journalist Josh Dunson: 
" ... The leading songwriter, Bob Dylan, could sense no 
honesty in the politics of any man over thirty. First 
in frustration and then in disgust, he turned away 
from the millions, finally defining freedom in terms 
of his own few short years on earth ... " 
Moreover, two of the editors got in a clinch over Dylan, 
spread out .in the pages of the magazine (Irwin Silber vs. 
Paul Nelson). Around February 1966 the publisher of the 
magazine refused to give writers or editors permission to 
print any more Dylan songs. 71 The transition in lyrics 
71 Sing Out!, 15/6 (1966) 15. 
62 
"' 
.. 
was not the only thing that upset the politicos. Dylan 
started to use electric guitars too, in their eyes a 
commercial sell-out. The account of the Newport Folk 
Festival of 1965 tells us what was happening:" The 
festival's most controversial scene was played out in the 
dramatically-lit giant stage halfway through the final 
night's concert when Bob Dylan emerged from his cult-
imposed aura of mystery to demonstrate the new "folk 
rock", an expression that has already begun to find its 
way into the "Top Forty" charts by which musical success 
is measured. To many, it seemed that it was not very good 
"rock", while other disappointed legions did not think it 
was very good Dylan. Most of these erupted into silence at 
the conclusion of Dylan's songs, while a few booed their 
once-and-former idol. Others cheered and demanded encores, 
finding in the "new" Dylan an expression of themselves, 
just as teenage social activists of 1963 had found 
themselves summed up in the angry young poet's vision. 
Shocked and somewhat disoriented by the mixed reaction 
of the crowd, a tearful Dylan returned to the stage 
unelectrified and strained to communicate his sense of 
unexpected displacement through the words and music of a 
song he made fearfully appropriate, "It's All over Now, 
Baby Blue". 72 
72 Sing Out!, 15/5 ( 1965) 5. 
63 
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Nevertheless, one has to ask whether Dylan ever had 
political intentions. Even if he was performing political 
songs and his lyrics contained a message, this doesn't 
mean he had a political intention. Dylan was always 
expressing his feelings and trying to get his message 
across. He was ''simply acting out a religious allegory on 
the political landscape of contemporary America. His 
primary concerns were on the face of it mo~··" 
73 J. 
Landau finds this again confirmed on the album Another 
Side of Bob Dylan, "where he begins to discard the 
political landscape, but retains the mannerisms, style and 
content of an essentially one-dimensional moralist••.
74 
In fact, this is not just an initiative from Dylan's 
side, but he was also forced to give up his prophetic 
role. The political ideas ·of the Movement were finished. 
"The conception of The Movement as a set of people with 
alternative ideas could only go so far before it realized 
that its success depended on its incorporation in the 
majority of Americans, not on its opposition to them. "
75 
Dylan wanted to get out of it, to stay one step ahead of 
the others. He was backed into an artistic corner, from 
73 Landau, JWH, • - Crawdaddy, 1968, 253. in 
74 Ibid., 253. 
. i• 
75 
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T. Smucker, Bob Dylan meets the Revolution 
• 
-in 
Fusion, (Oct. 31, 1969) . 
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which he wanted to escape as soon as possible. Or as Jon 
Landau puts it, 11 the problem with the myth of the 
apocalypse is that there is no place you can go with it 
( ... ) What could Dylan promise after telling us of the 
time when the good will win and the·. bad shall lose? 1176 In 
this de-escalation, Dylan exchanges the prophetic role for 
an expressive,artistic and poetic one. 
It is this relation between the farewell to protest 
and the artistic broadening that Gray stresses. Dylan 
became a more serious artist when political pessimism came 
in. By rejecting the tradition~! political categories, his 
attitude towards social order becomes even more 
contemptuous, for which he will make up in the artistic 
crescendo he reached. 
Not only had Dylan's political ideals hollowed, but 
a·,lso the limits of acoustic guitar and harmonica had begun 
to reverberate. This explains his transition to electrical 
instruments and accompaniment, through which he could 
extend his brilliant f~~ling for melodies, without being 
restricted in any way. 77 This musical change however led 
to the legendary reaction at the Newport Folk Festival in 
1965. According to folk purists, "Dylan's defection 
76 Landau, JWH, in - Crawdaddy, 1968. 
77 Bob Dylan. Folk Rock's 
3/8/1966, 9. 
I ., 
'\ 
Tambourine Man, 
65 
• in - Look, 
threatened the last aesthetically respectable haven for 
believers in proletarian art. 1178 Especially the purists 
• 
took it bad, blaming Dylan of opportunism. But even if he 
was indifferent to the Cause, his work was still full of 
messages. Rock was accused of being mass music, provided 
by the communication industry, a heir of the Tin Pan Alley 
approach. It remained for the British Renaissance to prove 
that the mainstream of mass culture could produce folk 
music- that was also anti-establishment music. 79 
Another event that really shocked Dylan was the murder 
on John F. Kennedy in November 1963. When this president, 
symbol of political change proved so vulnerable, what hope 
was left for the nation ... and for Dylan? The result is 
that he started to hire bodyguards. Another outcome of it 
{',, 
was his disastrous speech at the acceptance of the Tom 
Paine Award of the ECLC for his contribution to Civil 
Rights campaigns. Here he clumsily expressed his 
bewilderment after the death of Kennedy and a certain 
l 
understanding for Lee Harvey Oswald, his killer. 80 
78 Willis, Bob Dylan, 226. 
1: ,, 
79 
"The Beatles, commercial wi thou·t apology, delighted 
in the American decadence of their environment. Yet 
their enthusiasm was subversive- they endorsed the 
reality of culture, , not its official myths." 
Willis, Bob Dylan, 231. 
80 Thomas Paine ( 1737-1809) was THE 
pamphleteer in the revolutionary 
journalistic geniality he wrote 
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Another reason was that his love lyricism was becoming 
more important to Dylan, especially because of his 
() 
troubles with his girlfriend. In his biography, Scaduto 
describes the relationship in a very different way than 
the one-sided point of view performances in Dylan's songs. 
In this context it is important to notice that the 
breaking-up left Dylan very bitter. It led to a general 
disappointment and demoralization, which made him 
; 
·. ) 
pessimistic~ cynical aJd certainly sarcastic, on the 
personal as on the political level 
How can Dylan's lyrics be seen as a reflection of the 
Civil Rights movement and the early student movement? Why 
can he be considered as a source of influence? First of 
all, some biographical elements should be mentioned here. 
Dylan was very much 'involved' in the movements. Together 
with other folk singers such as Pete Seeger, he went down 
South to participate in civil rights programs. He also 
', 
.. ' 
of the social contract, politicai liberalism, and 
the equality of all human beings. S Bradley, ed., 
The American Tradition In Literature (New 
York,1981) 187-188. Dylan said that he could see a 
lot of his tensions in Oswald, and he saw in him the 
reflections of the time in which we were living. 
Scaduto, Dylan, 188-190. 
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joined the March on Washington. 82 As for SDS, at a 
meeting in 1963 he dropped in and sat and listened to the 
speeches and arguments. 83 Richar~ Flacks, a student 
leader and intellectual in SDS, got very involved in the 
folk revival of the early sixties. "To understand the 
Port Huron Statement", he says, only half-joking, "you 
have to understand Bob Dylan. And according to other sos 
leaders, Bob Dylan was a central influence on the 
,I 
organization around 1965 -through his lyrics, but also 
through his way of life-. 84 Journalist Andrew Kopkind 
later recalled, "I would flash on [Tom] Hayden and guess 
what he'd say, or think, or do. I'd sometimes confuse him 
with Dylan ... in their obviously different ways, they 
seemed to express the tones, shades, colors of a 
generational spirit that others could merely put into 
'. 82 As ,Dylan said at the time:" But it bugs ·me that the 
first question usually turns out to be 'Are you 
going down South to take part in any of the civil 
rights projects?'-· They try to fit you ·into things. 
Now, I've been· down there, but I'm not going down 
just· to hold a picket sign so they can shoot a 
picture of me. I know a lot of the kids in SNCC -
you know, the Stud~nt Nonviolent Coordinating 
Cammi ttee. That's . the only organization I feel part 
of spiritually. '~-In N. Hentoff, The. Crack in ' , 
Shakin', Breakin' Sounds, in -The New Yo~ker, 
10/24d/1964, 65. 
83 Gitlin, Sixties,_. 198. 
84 Miller, Democracy, 161 and 191. 
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words. 1185 And when the new spirit rose within SDS - and 
within the avant-garde of the youth culture- a spirit that 
was impatient, raw, hard with anticipation, the song of 
the moment was Like a Rolling Stone, and not Blowin' in 
the Wind. 
But it was mainly through his lyrics that Bob Dylan 
influenced and reflected the early movements. His sbngs 
touched on the same topics and concerns, and vice versa, 
he was influenced by the events happening around him, that 
led him to write topical songs. Of course, he a1so had a 
way of expressing himself that appealed to young people: 
he used their words, their style and their images. Thus, 
his lyrics really were an indication of the nineteen 
sixties: a reflection of the student movement, and a 
reflection of the Civil Rights movement. 
85 
· Kopkind, Looking Backward, in - Crawdaddy, 
(February 1973) 29. 
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PART II: 
RADICAL NON-CONFORMISM: 
CHAOS AND INTROSPECTION 
! 
,· '\ 
1. HISTORICAL BACKGROUND: MIDDLE AND LATE SIXTIES, 1965-
1970. 
A major breaking-point in the nineteen sixties were 
the years after 1963. The Kennedy assassination shocked 
the nation thoroughly. It seemed as if all hope was lost. 
In 1965, the United States launched a full scale war in 
Vietnam and initiated the Rolling Thunder Campaign in 
February. These continuous U.S. airstrikes against North 
Vietnam would, it was believed, punish the enemy so 
severely he would cease his aggression. At the same time, 
President Johnson sent his first ground troops. From this 
point on, the escalation of the Vietnam War would 
continue. As a result it would become the number one issue 
in the second half of the sixties, and there would emerge 
_a-.Jinassive ant·iwar movement in the following years. 
A. The Antiwar Movement: New Paths for the student 
Movement. 
One of·the first protests oc~urred at the University 
70 
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One of the first protests occurred at the University 
of Michigan: on March 11, some 25 faculty members at the 
University decided to strike in protest. Encountering 
campus resistance, the faculty members and interested 
students organized the first teach-in criticizing the war 
on March 24. The next day, a similar teach-in occurred at 
Columbia University,, and by the end of April approximately 
thirty colleges and universities had staged their own 
versions of the teach-in. Various speakers were invited to 
speak on these occasions. The SOS, one of the major anti-
\ 
war/student organizations held its first major antiwar 
rally that spring in Washington. The twenty- to twenty-
five thousand that attended revealed that the New Left was 
a force with which to be reckoned with. It also brought a 
nationwide interest in the SDS (SDS had grown from 23 
chapters to 125 chapters), although the organization was 
far from ready to take the leadership of an expanding 
antiwar movement. 1 
The antiwar movement thus grew from a tiny group of 
I \•',r 
protesters to a nationwide movement with protests all over 
America taking place during the coming years. According to 
historian G~orge Herring, the antiwar movement tended to 
group along three principal lines. There were the 
Zaroulis & Sullivan, Who spoke up?, 33-69. And Albert & 
Albert, Papers, 18-19. 
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the burgeoning radical movement of the 1960s, opposition 
" extended beyond morality. The New Left, with its following 
among upper-middle class youth on college campuses, joined 
older leftist organizations in viewing the war as another 
classic example of the way the American capitalist system 
f~I ,, .. 
exploited helpless people. A third faction was made up of 
the antiwar liberals. They questioned the war on both 
moral and practical grounds. Among those was senator 
Fullbright, who conducted nationally televised hearings on 
the Vietnam war. 2 In spite of rising opposition, the war 
in Vietnam escalated. Troop levels went up steadily, as 
did the number of casualties: by the end of 1965, some 
184,000 men were in Vietnam; by the end of 1966 some 
385,000 and by the end of 1967 about 486,000. By 1967 
15,000 Americans had been killed. The United States 
conducted the war on the ground and in the air, with heavy 
bombing and use of napalm. By the end of 1967, more than a 
million and~ half tons of bombs had been dropped on North 
and South Vietnam together, Peace talks during these years 
. \ 
\_ .. ·. 
ended with no results. And America fought against the 
'invisible' enemy. The 'Vietcong' fought a .guerilla war 
during the nights which was something America was not too 
familiar. with. 
George Herring, America's Longest War. The Unites States 
and Vietnam. 1950-1975, (New York, 1988) 171-·172. 
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The radical movement took the initiative after 
Johnson's Rolling Thunder campaign. There were massive~ 
protests. In 1965 some 17,000 people attended a SANE-
sponsored rally against the war in Madison Square Garden. 
In late June, the Berkeley Vietnam Day Committee met to 
organize the First International Days of Protest to be 
held on October 15 and 16 with mass demonstrations on the 
East and West Coast. In Berkeley, a crowd estimated as 
high as ten thousand set out on a "peace march", and later 
\ 
staged a teach-in. In New York, as man~as 25,000 walked 
. 
' 
down Fifth Avenue. 3 Protests were held all over the world 
that weekend including London, Stockholm, Brussels and 
Tokyo. In the U.S. alone, estimates were that some hundred 
thousand people participated in rallies in 50 cities 
across the country. The last major march of the year was 
held in Washington on November 27. Between 25,000 and 
40,000 -as usual estimates varied, when counted by police 
and organizers- marched that day. The Second International 
Days of Protest on March 24-25, 1966 showed that the 
antiwar movement was still active and growing. 4 Rallies, 
parades and demonstrations took place throughout Europe, 
Australia, New Zealand, Japan and Philippines. In March 
Fred Halstead, Out Now! A Participant's Account of the 
American Movement Against the Vietnam War, (New York, 
1978), 62-70. , 
4 Halstead, Out Now!, 125-167. 
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1966 over twenty thousand demonstrated against the war in 
New York. 
Later in 1966, the Selective Service System became a 
new focus of controversy. At that time draft status was 
determined by the grades a male student earned in 
university classes. Those with low grade were subject to 
an immediate draft, while high-grade students were 
deferred from military service until graduation. 
Qualification tests were supposed to be held for high 
school seniors, undergraduates and graduates. The two 
together were to be used in determine future student 
deferments. 5 The protest on campuses was predictable. Sit-
ins took place at New York City college and at the 
University Of Chicago. Sit-ins also took place at Dow 
Chemical Company, manufacturer of napalm and Agent Orange. 
All through 1967, Dow was the student's target. 6 This 
company seemed to embody the evil of the war, as 
manufacturers of not only napalm, but also of the plastic 
body bags in which corpses were carried home. The number 
of protests steadily rose that year: on April 15 .. the 
,.·1· ... ,. 
Spring Mobilization to End the War (or-MOBE) held marches. 
They were an enormous success drawing about 200,000 people 
in New York and about 50,000 people in San Francisco. In 
Bacciocco, New Left, 177-178. 
Zaroulis & Sullivan, Who spoke up?, 104-107, 264. 
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Central Park, about seventy male students burned their 
draft cards. Speakers there were, among others, Martin 
Luther King, Dr. Spock and Stokely Carmichael. Soon 
afterward the National Mobilization held a conference to 
decide about future protests. The attendants represented 
the whole spectrum of antiwar activists. The draft, 
according to Zaroulis and Sullivan was a "particularly 
sensitive issue for college students, who by their 
deferments were able to avoid military service, at least 
for a while, as they watched their less fortunate fellows 
being drafted or submitting to the 'club of induction'. 
The draft was seen as part of the larger, increasingly 
corrupt 'system 111 • 7 Thus, from October 16-21, students 
promoted a Stop The Draft Week. Hundreds of draft cards 
were collected in turn-ins all over the country. On 
October 21, the last day of the Stop The Draft Week, a 
mass demonstration took place, the March on the Pentagon 
in which an estimated 250,000 people faced the national 
guard. The crowd included pacifists, hippies, radicals, 
students, laborers, and celebrities. Many arrests were ! 
made during the day. In the 1 evening, a teach-in was held 
and several hundred draft cards were burned. 8 
By the end of 1967 it was obvious though, that the 
Ibid., 105. 
8 Halstead, out Now!, 341-357, 287-341. 
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antiwar movement didn't have clear leadership. Different 
groups attempted to coordinate national action. The 
growing unwieldiness of the SOS organization led to an 
increasing distance between the local chapters and the 
national Office; and a challenge by the Progressive Labor 
faction for control. Because of these internal problems, 
they were unable to take full leadership of the antiwar 
movement. 
Nineteen Sixty-Eight was a year that shook the world: 
Soviet tanks crushed the hope in Czechoslovakia when they 
rolled over the communism with a human face; it was the 
year of the Paris student/worker strikes that almost 
brought down the government. It was the year of student 
revolt worldwide, in Spain, Belgium, Japan, Germany, The 
Netherlands, Brazil, Italy and other countries. 
In the United States, the nation was stunned by the 
massive Vietcong attack, the Tet Offensive in January ano 
February, and later that year, by the assasinations on 
Martin Luther King and Robert Kennedy. 
The antiwar movement and the student radicals remained 
·active during 1968. All actions finally culminated in the 
'siege of Chicago', where the Democratic Convention was 
held. The Mobilization planned massive demonstrations to 
protest the war. The Yippies -Youth International Party, a 
new radical group under the leadership
1
of Abbie Hoffmann 
I , 
I 
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and Jerry Rubin, had planned a Festival of Life, with pigs 
running through the city, yippie girls seducing delegates, 
and their own candidate, Pigasus. They were a mixture of 
political radicals and the Counterculture. 
Chicago however, was the city of mayor Daley who was 
determined to maintain order to all costs. During the 
convention, the protesters were brutally attacked by 
police.Chaos reigned in the streets around the hotel where 
the convention was held, people were beaten and clubbed, 
stumbling down bleeding. Horrified viewers saw the 
bloodshed on television screens in the convention hall and 
in homes across the nation. It literally seemed that the 
war had come home. 9 
The election of Richard Nixon as president of the 
. 
United States, meant a conservative swing in national 
politics. Nixon did everything possible to discredit or 
harm the Movement by some smart moves: J. Edgar Hoover 
kept movement activists under surveillance using 
undercover infiltrators to provoke violence at 
demonstrations, putting pressure on several companies, 
including Columbia Records, not to advertise in 
underground papers, and planting damaging 'disinformation' 
about movement activists. 
Miller, Democracy, 289-306, And Gitlin, Sixties, 319-341. 
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The Movement itself, as it was now called, went 
through a stage of hopelessness and despair. The major 
characteristics were an intense polarization between the 
Counterculture and political Left radicals, between black 
and white, and within the ranks of the movement activists 
too. The latter was split by the Weathermen, who took 
their name from a line in a Bob Dylan lyric: "you don't 
need a weatherman to know which way the wind blows" from 
the song "Subterranean Homesick Blues". 10 The New Left 
started to disintegrate in several factions. By 1969 the 
Progressive Labor Party had formally taken over SDS, 
leaving what little was left of its original spirit to a 
rump, led by the paramilitary Weathermen. Violence became 
a common thing now. Police violence against the young 
revolutionaries and rebels, and an increase of violence 
within the movement. The Weathermen organized the 'Days of 
Rage' in Chicago, resulting in violent rampaging in the 
streets. 11 Shortly thereafter, the most radical members 
went underground and started a series of bombings.The year 
1970 was one. of bom:t:>ing on and off college campuses. 
Nearly 250 bombings occurred with at least six deaths, and 
247 cases of arson. 
These are also the years of the most massive antiwar 
10 Miller, Democracy, 311-313. · 
11 Gitlin, Sixties, 393-394. 
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demonstrations of the whole Vietnam era, and of massive 
draft record destruction. 
The Moratorium Day on October 15, involved millions of 
Americans in thousands of cities, towns and campuses 
across th~ country. The largest turn-out occurred in 
' . Boston, where about 100,000 people gathered in the Boston 
Common. In Washington, Coretta Scott King addressed a 
crowd of 30,000; Rallies in Minneapolis, in Pitt.sburgh, 
and in Chicago drew about 10,000 each. It was a day of 
remarkable peace everywhere and a major success for the 
organizers. 12 The New Mobilization Committee To End The 
War organized several of the largest demonstrations ever 
seen during 1969-1970. 
Responding to the growing opposition of the war,Nixon 
tried to 'Vietnamize' it and get out with as little loss 
of prestige as possible. Peace talks started in 1969 in 
Paris. Not withstanding, American troop levels reached a 
peak of 542,000. In 1970, Nixon announced the 'incursion' 
of U.S. combat troops into Cambodia. This was the last 
straw for the students, and campuses rose up again. ·They 
were met with extreme violence at Kent State, on May 4, 
Ohio National Guardsmen killed four students and wounded 
nine others. and on May 14, at Jackson State, a black 
I 
college in Mississippi, in which two students were killed 
12 HaJstead, out Now!, 475-491. 
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in a protest. 
I .
After the shock of Kent State, over 450 college and 
university campuses shut down, 51 of them for the 
remainder of the academic year. An estimated four million 
students were involved in the protests of May, 1970. 
These events mark the psychological end of the 1960s, 
although one can argue that the 'real' end only was in 
1973, with the withdrawal of U.S. from Vietnam, and with 
the Watergate scandal. 
B. The countercultural Rebellion: The Great Refusal. 
Opposed to political~activism, there were people who 
turned their back to society, and created a culture of 
their own. One of the most important overall ideas behind 
the Counterculturre was its fundamental critique of the 
modern, liberal, technocratic, consumer-society. Young 
people- students and hippies- felt alienated from that 
society. Its institutional demands and requirements denied 
human aspirations and human dignity, so they completely 
rejected it. 
This technocratic society, according to Theodore 
Roszak, held in it the ~anger of totalitarism.
13 Reason, 
13 Roszak, The Making of a Counter Culture, (New York, 1969), 
8-10. 
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Reality, Progress and Knowledge would govern, in the hands 
of scientists and sociologists (The experts). But 
eventually, technique would be the ultimate master: 
"Technique requires predictability and, no less 
exactness of prediction. It is necessary then, 
that technique prevail over the human being. For 
technique, this is a matter of life and death. Technique must reduce man to a technical animal, 
the king of slaves of technique. Human caprice 
crumbles before this necessity; there can be no human autonomy in the face of technical 
autonomy. The individual must be fashioned by techniques, either negatively ( by the 
techniques of understanding man) or positively (by the adaptation of man to the technical framework), in order to wipe out the blots his personal determination introduces into the perfect design of their organization. 14 
Technocracy is also repressive. It takes control over 
freedom in very personal aspects of life, and represses 
thus the ultimate personal freedom, end experimentation 
' an~ personal growth in areas as sexuality, recreation and 
child rearing. Furthermore, technocracy pushes people out 
of the decision-making process. Thus, people were reduced 
to followers and obeyers of the technocrats, whose goal 
was to achieve 'objective'knowledge, and therefore needed 
to be in control. 
Alienation was felt differently by student radicals 
and hippies, who reacted in a different way. There was 
always a certain tension within the movements a tension 
14 Jacques Ellul, in Roszak, Counter Culture, 6. 
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between the political side and the more expressive side: 
while students opted for action within or against the 
established society, hippies completely rejected this 
society with its demands. They searched for a different 
way of living, characterized by the subjective, the 
mystical, the unconscious or intuitive. 
Another problem was the generation gap. It not only 
existed between parents and children, but also between 
educational systems and students, governments and 
citizens. The final reason for alienation was the time 
period. In the beginning of the decade, there seemed to be 
reason for expectations and optimism. But the hope was 
soon crushed: the assassination of John F. Kennedy, the 
hard struggle for civil rights in the South, and the 
escalation of the Vietnam War. 
The Counterculture in essence, tried to flee this 
modern, evil world by exploring other ideas. It embraced 
1) different values, 2) a different way of living and 
being, and 3) a different way of knowing. The values they 
explored were often shocking to the mainstream culture. A 
very basic issue was the quest for freedom. To do what you 
wanted and when you wanted. Furthermore, they searched for 
the inner self. This can be viewed as an attempt to cut 
out the outer world, the 'out there', and fall back to the 
'in here'; the senses, emotions and feelings of one's 
I 
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self. Rejection of the Objective Consciousness, as Roszak 
describes it, and reliance on subjective, intuitive 
knowing. Other values they strived for were authenticity 
and simplicity: be yourself, don't let others decide who 
you are. "Don't follow leaders, watch the parkin' meters", 
I 
as Bob Dylan expressed. Simplicity meant an admiration for 
the primitive and the substantial. 
In addition to these countercultural values, a new way 
of living and being was 'discovered'. Although the search 
for the inner self can be seen.as a private act, hippies 
stated that they realized it within a community. The idea 
of belopging to a group was very important. The 
Counterculture explored within the communities/communes a 
different way of interacting with their surroundings and 
with each other. There was a strong tie to the earth, its 
products and beauty. Many people joined a commune to go 
and live on the land. Other important aspects of this new 
life were drugs, an all-embracing love and a child-like 
• innocence. 
In rejecting technocracy's way of thinking, they 
explored a new way of knowing, entirely from the 
traditional western line of thought. Do away with 
objective science and calculation. Instead, there was a 
fascination for Eastern religion and an exotism, e.g. 
interest in other far-away cultures or different 
83 
traditions. In underground newspapers much has been 
written about native Indians and their animist religion 
and knowledge; there were numerous articles too, on I 
Ching, Taoism, as well as astrology and magic. Intuition 
and emotional knowledge prevailed over Reason. Two 
inherent characteristics of the 'new' knowledge were 
utopianism and optimism. Belief in the possibility of a 
better society, based on more tender, gentler values. 
Belief in people's capacity to grow and interact in a 
healthy manner and liberated from the repressions imposed 
by society. Living together in communes, free food 
anarchism of the Diggers, Flower Power, and the 'Love 
generation', expressed these ideas. 
It is virtually impossible to give an extensive and 
complete account of what the Great Refusal and the 
alternative meant. There are innumerous bizarre 
manifestations to reckon with, many contradictory aspects, 
the members of the Counterculture were young and 
inexperienced, everything seemed to happen at the same 
t\me. 15 The Counterculture thus appears as an enormous 
' --k~leidoscope with bright colors and a tangle of designs. 
Nevertheless in all its diverse manifestations, the 
Counterculture cons.isted of several interrelated 
phenomena, each reflecting a different piece of the 
15 Morgan, Personal Democracy, Chapter 8. 
84 
.. 
(\.,. ' 
·, i 
countercultural qualities: drugs; alternative c~ltural and ~ 
religious experiences; a sexual revolution; the revolution 
in rock music; communal living; and the development of the 
underground press; and the 'Back to the Earth Movement•. 16 
a. Drugs 
Drugs were a very important feature in the 
Counterculture. Among the drugs most used was LSD. In 
April 1943, the Swiss chemist Albert Hofmann, a researcher 
for Sandoz, discovered the hallucinogenic properties of 
LSD by accident as he was looking for a new medicine. As 
soon as it made its entrance in the United States, it 
became very controversial. It would also become 
intensively studied, taken up for an astonishing range of 
projects: for the CIA it was a potential weapon 
''," 
I 
in 
chemical warfare; for Aldous Huxley it opened the 'doors 
of perception'; for Henry Luce it provided doorway ~o 
another world, the liberation of humankind; for Ken Kesey 
'·~ 
and his Merry Pranksters it fueled the notorious Acid 
Tests; and for a whole generation that had come to 
maturity in the sixties it was THE preferred drug, casting 
its radiance over the era's attitudes, dress and music, 
16 For a contemporary account of this, I relied on several 
underground newspapers, as the San Francisco Oracle. 
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and reaching its apotheosis in the Summer of Love, 
according to Jay Stevens. 17 
Timothy Leary and Richard Alpert were among the first 
in America to experiment with and research the effect of 
drugs. Later, when they were fired from Harvard, Leary 
became sort of a 'high priest' for the hip community. He 
was frequently invited to speak, being an alternative 
'authority'. 
Another person very much involved with the drug scene 
was Ken Kesey. He and his Merry Pranksters organized Acid 
Tests. It was his experiment on the nature of group mind 
and a possible new art form. It was total experience, 
"with all the senses opened wide, words, music, lights, 
sounds, touch 
--
1 ightning" 18 
The third, very influential figure was Augustus Owsley 
Stanley III, commonly known as Owsley. Together with his 
girlfriend, he came to the Bay Area and began to mass-
produce the LSD that would make him a youth culture 
legend. His products first hit the streets in 1965. He 
tried to make it as pure as possible arid sold or gave it 
away in colored capsules. By putting out high-quality 
merchandise and color-coding his tablets, his acid was 
17 Jay Stevens, Storming Heaven. LSD and the American Dream, 
(New York, 1988). 
18 Stevens, Storming Heave:p, 2 4 8. 
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universally recognized as the most potent, and it was 
revered by turned-on youth. 
In the Counterculture, drugs symbolized the quest for 
the inner self and for a different kind of reality, not to 
be found in the world of objective consciousness. It 
symbolized a search for spirituality too. Psychedelia were 
supposed to expand one's perception and vision. However 
an individual experience, it was closely connected with 
the idea of love, peace and community. Drugs were a kind 
of communal, collective experience at the same t·ime. 
By 1966 though, psychedelic drugs were successfully 
outlawed in California, because of their danger. Drugs 
indeed had a dark side too; the risk of addiction, the 
path from marijuana to speed. And then there was always 
the chance of a bad trip, a nightmare-like vision instead 
of the opening of one's mind. Also, by 1967, the situation 
in hippie mecca, San Francisco, had changed. The drug 
scene obviously changed too, and became more violent and 
criminal. 
b. Alternative Cultural and Religious Experiences 
The immense interest of the Counterculture for Eastern 
religion and culture, and for the culture and religion of 
the native Indians hasn't been subjected to profound 
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research yet. 
In the 'Journey to the East', the Counterculture was 
heavily influenced by Allen Ginsberg, Gary Snyder and Alan 
Watts, the Beat generation prophets. They were searchers 
for a different world and they found it in the East: Zen-
Buddhism. Characterized by meditation, simplicity and 
poverty, it was at the same time a mystical religion. 
Watts especially did a lot to popularize Zen in the United 
States. 
In its rejection of American society, the 
Counterculture also rejected the tradition of Christianity 
and Judaism. Zen offered young people an idea of peace, 
meditation-techniques, antinomianism and an a-morality. 
What the young really adopted was a gentle and gay 
rejection of the positivistic and the compulsively 
cerebral. It was not only Zen-Buddhism though, that 
attracted the hippies: hinduism, primitive shamanism, 
theosophy, tantra, astrology, yoga, transcendental 
meditation, and Indian life also were popular. In 
D 
·embracing these Eastern values, the Counterculture 
asserted the ideas of freedom, primitivism and exotism. 
The Counterculture was a remarkable defection from the 
long-standing tradition of skeptical, secular 
. 
intellectuality which had served as the prime vehicle for 
three hundred years of scientific and technical work in 
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the West. 19 This young generation stepped out of that 
tradition and the technocratic society. Although they 
didn't always understand· Eastern religion or mysticism, 
nor always read the prophets, they showed this willingness 
to scrap our culture's ingrained prejudice against "myth, 
religion and ritual". 20 The attraction of Eastern 
religion was also the assertion of passion over reason, 
feeling over intellect and heart over head. It was an 
expression of love, happening, participatory democracy, 
street-theater, carnival and a community. It offered a new 
perspective to look at the self, the other and the world, 
it taught people respect for nature. 
Alternative religious and cultural experiences could 
be found at the Human Be-In, where Allen Ginsberg chanted 
Hindu mantra's; it could be found in the way of dressing: 
Indian dresses, multi-colored scarfs; it could be found in 
the use of sitar: George Harrison and the Beatles on 'Sgt. 
Pepper's Lonely Hearts Club Band', and the popularity of 
Ravi Shankar who performed at several big rock festivals; 
it could be found among the substantial numbers of people 
travelling to the East; and it could be found in some 
issue of the Oracle, totally dedicated to the American 
Indian. 
19
.Roszak,Counter -Culture, 41. 
20 Ibid., 124-154 
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Alternative religions and cultures in other words, 
offered the Counterculture another way to escape western 
reality, dominated by the technocratic belief in reason 
and expertise. 
c. Sexual Revolution 
Freedom was the keyword once more. The invention of 
the birth control pill was crucial in this new attitude 
toward sex: it made sex safer and infinitely more fun. 
This doesn't mean that the sixties invented free love or 
'recreational sex". In the sixties however, one noticed a 
new assertiveness among the young, and an emerging sense 
of me and now. Gratification and personal desires began to 
take precedence over what Mommy, Daddy, the church, 
university or society set down. Tomorrow being 
irrelevant, there was no point in preserving one's 
virginity. Sexual behavior among the hippies of the 
Counterculture was definitely permissive. There was more 
openness, more experimenting, in the nature of sexual 
partners, as in the number of relationships. The 
Counterculture's attitude towards sex was 'directness'. 
The pleasure came in the" simple and spectacular act of 
getting it on- preferably while high, which doubled your 
90 
pleasure by doubling the fun-" 21 Another thing about 
'sixties' sex was that it was innovative. "No holds barred_ 
g 
experimentation". 
Freedom permeated the Counterculture. You could find it in 
the personal columns of underground papers, • 1n communes 
and in music. Rock lyrics reflected the new openness and 
new freedom. Had Little Richard still to use metaphore 
(Good golly Miss Molly, sure like to ball), gradually sex 
came out of the closet."Let's spend the Night Together", 
sang the Rolling stones, "I want you", sang Bob Dylan in 
1966 and the Beatles in 1969. "Why don't we do it in the 
road". These represented naked invitations to sex. 22 
Sexual freedom was also a rebellion against mainstream 
society; a rejection of its sexual hypocrisy and its too 
plastic sex .The Counterculture rejected sex taken over by 
the mass media to sell products. Sex was selling books and 
magazines, and sex- properly distorted- could be used to 
sell cars, clothes, perfumes and aftershaves. Sex itself 
became a kind of consumer commodity. Playboy pictured the 
ultimate consumer mentality towards sex. "At its core, 
the Counterculture rejected the repression, titillation 
and distortion of sexuality endemic in the American 
21 David Pichaske, A Generation in Motion: Popular Music and 
Culture in the Sixties, 120-126 
22 • Ibid., 120-126. 
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mainstream. 1123 
One of the most significant characteristics of the 
sexual revolution was the way it re-defined the relation 
between the sexes. The women's movement entered a new 
phase incthe Counterculture. It was accepted that women 
found sexual satisfaction. Women were struggling to be 
assertive, independent, liberated and equal. The gay 
liberation movement also emerged in the wake of the sexual 
revolution, reflecting the Counterculture's openness. 
d. The Revolution in Rock 
The rock revolution was sort of" the organized 
religion of the sixties." 24 It provided a common 
history for people in different movements at different 
times. "It created a sense of unity among diverse peoples 
and purposes, a community of pacifists and hippies and 
whites and blacks, a bridge between 1962 and 1969. The 
songs of the sixties give support to sixties history and 
sociology. 1125 
For most children of the sixties, the music was 
23 Morgan,Personal Democracy, p. 59 
24 Dickstein, Gates of Eden, 185-186 
25 Pichaske, Generation, XX. 
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inseparable from action. Rock was also a reflection of the 
subjectiveness and the irrationality of the new youth 
culture. The music of the sixties was critically aware of 
its role, making itself a news bulletin board; 
interpreting and arguing in songs, commenting on itself as 
participant and reporter. The sixties live on in its 
music. The songs do not merely survive, they continue to 
speak, to vibrate. ,The sixties are still to be found in 
the music; the mythology and the passion, the new visions 
and the revolutions, all the motion and commotion of a 
great decade. 
Rock developed out of two major trends: the rock of 
the late fifties, and the folk revival of the early 
sixties. Rock of the fifties was basically black. Black 
musicians and black audiences. Soon, white kids discovered 
the power behind it. Allan Freed, a disc-jockey became a 
rhythm and blues promoter. Chuck Berry, Little Richard, 
Fats Domino, Jerry Lee Lewis and Elvis Presley all 
changed the music significantly. Opposition rose however: 
concerned parents, white supremacists and others reacted 
' 
against this 'primitive African' beat. As a result of 
this social repression, Elvis disappeared inside the U.S. 
Army, only to reappear as a very clean and neat singer. 
The rock scene suffered: Chuck Berry was busted, Jerry Lee 
Lewis was drummed out because of his marriage with his 13 
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year old cousin, and in a crash in 1959, Buddy Holly and 
newcomers Richie Valens and the Big Bopper died. Allan 
Freed got caught in the Payola scandals. Rock was 
temporarily paralyzed. Sugarsweet songs hit the charts 
now.~performed by Pat Boone, Paul Anka, Connie Francis and 
Brenda Lee. But the rockers left behind a new tradition, 
that would be picked up again in the sixties. 
The dawn of the sixties saw a revival of folk music in 
Greenwich Village. Folk had a long standing tradition by 
virtue of its affiliation with socialism, communism, 
unionism and radicalism. There were unlicensed concerts 
and the Folklore Center emerged, as did the Folkways 
label, and Sing out, a folk magazine. The most remarkable 
of these performers were Pete Seeger, Tom Paxton, Phil 
Ochs, Bob Dylan, Buffy St. Marie, Dave Van Ronk and Joan 
Baez. 26 
Politics became a part of songs again. With the Civil 
Rights Struggle going on in the South, 'freedom songs' 
began to come to the fore. Folk became for a while very 
i 
popular with Hootenanny's and folk festivals, such as the 
famous 'Newport Folk Festival'. 
Two 'circumstances' stimulated the new sixties rock; 
26 Edward Ward/ :Geoffrey Stokes/ Ken ·Tucker, Rock of Ages. The 
Rolling Stone History of ,Rock and Roll, 252-262. 
R.Se~ge Denisoff, .Great bay Coming. Folk Music and the 
American Left, 164-197. 
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one was the so-called British Invasion in 1964-5, the 
other one was the fusion of folk and rock around the same 
time, symbolically captured when Bob Dylan went electric 
on his fifth album 'Bringing it all back home'. 
The drift of the mid-decade events started with the 
British Invasion of America, led by the Beatles and the 
Rolling Stones in 1964, and by Beatlemania, which 
prevailed in 1964-5. They were followed by lesser gods 
such as the Searchers, Gerry and the Pacemakers, the 
Animals, the Kinks and the Yardbirds. 
In a simultaneous burst of innovation, an entire new 
genre of white music was gradually being created by a 
combination of the folkies' outsider intellectualism with 
the newly revived energies of rock. "At the center of this 
development- as writer, performer, arbiter of the scene-
stood Bob Dylan. 27 The Byrds transformed the first of his 
new songs 'Mr Tambourine Man' into a folk-rock 
composition, that hit number one in the chartsi Dylan had 
established himself as a songwriter to reckon with. Now he 
had turned to rock at the Newport Folk Festival in 1965. 
,, 
Folk-rock was born, giving protest a new vehicle; general 
apocalyptic or topical songs, with more sophisticated 
thought in them. Rock followed or joined the revolution 
that was going on. It raised the voice of anarchy, of 
27 Ward, Rock of Ages, 303. 
t 
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fighting in the streets~ 
·,• 
From this moment on, rock reached the height of its 
creative energy. It would last until 1968-69. Dylan, the 
Beatles and the Rolling Stones made some of their most 
notorious albums during these years, culminating- the 
crescendo of a rock decade- in the Beatles' 'Sgt. Pepper's 
Lonely Hearts Club Band' . 28 They all tried to expa.nd 
musical vision, sometimes with a little help from mind-
expanding drugs. They created poetry, set to the tunes of 
rock. 
Meanwhile, the underground culture in California 
created its own sound- however influenced by the major 
rock singers and songwriters. Acid Rock, the celebration 
of absurdity and festivity; turned-on music by stoned 
performers for a stoned audience: the Jefferson Airplane, 
the Grateful Dead, Big Brother and the Holding Company, 
Country Joe and the Fish, the Quicksilver Messenger 
Service, Jimi Hendrix Experience. They performed at dances 
organized by the Family Dog or by Bill Graham, they 
performed at he Human Be-In, oagave free concerts. 
By 1968 the scene was changing. Bob Dylan, once again 
a trendsetter, came out with 'John Wesley Harding', one of 
the most significant albums of the decade, both in style 
28 oa.vid Taylor, in- It Was Tw'enty Years Ago Today explains the 
events that took place in 1967. 
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and in lyrics, but no longer to be classified as rock. 
These years saw the emergence of mass rock festivals, 
another sign of the hippies' search for community; they 
were a celebration with a message 29 : 
"By the time we got to Woodstock 
We were half a million strong 
And everywhere was song and celebration 
And I dreamed I saw the bombers 
Riding shotgun in the sky 
And they were turning into butterflies 
Above our nation 
We are stardust 
We are golden 
And we've got to get ourselves 
Back to the garden" 
- Joni Mitchell 
The first one that can be seen as this was the Human Be-In 
in San Francisco which attracted some 20,000 people and 
saw performances by the Grateful Dead, Jefferson Airplane, 
Quicksilver Messenger Service. 1 Monterey, also in 1967, had 
50,000 people and several of the top bands. Its success 
set off festival fever in the late sixties. One of the 
most legendary event of the sixties, the apex of th~ rock 
festival era was Woodstock: 400,000 attended this three-
day festival of love, peace and music. This was the 
apocalypse of the sixties, a celebration of life. 
Altamont. to the contrary, was the beginning of the end of 
29 Robert Santelli,in - Aquarius Rising: The Rock Festival 
Years, gives an account of thes~ mass rock concerts. 
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an era. The Stones saw a black fan being killed in front 
of their eyes by the Hell's Angels. Violence was in the 
air. The 'streetfighting man' had come to the rock scene. 
After this, rock festivals began a downward slide. 
The end of the decade was near: famous rock singers, 
symbols for their generation, died in rapid succession: 
Jimi Hendrix in 1970; Janis Joplin in 1970; Jim Morrison 
in 1971. Bob Dylan, in 1968 switched to a new style of 
country music on 'Nashville Skyline'; the Beatles were 
close to a split. Somehow this was the time the music 
died. 
e. Communal Living 
The sixties saw the rise of the utopian communal idea, 
mainly in the latter years of the decade, as Richard 
Fairfield observes. 3° From a few urban groups, crash pads, 
and a handful of intellectual and christian conservative 
!, 
communes, the movement grew very rapidly, so that there 
were around 1970 some 2000 communes, not including the 
several thousand communal urban co-ops and collectives. 31 
' 
cdmmunity was essential to hippie life-style, being 
the social expression of a wider metaphysical truth; love. 
' 
30 Richard Fairfield, Communes USA: a Pefsonal Tour, 3. 
31 The New York Times, December 17, 1970 . 
... 
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Community made hippie life so positive, and so appealing 
to middle-class kids who had never known real community in 
their secure, suburban dwellings. 
The values of the Countercultural philosophy tended 
towards community. This embodied more than anything else 
the search for an alternative to establishment thought and 
establishment life. So communities sprang up, in large 
urban areas with decadent and decaying cores - Los 
Angeles, Boston, New York, London, and especially San 
Francisco, but also in rural areas - the hills of the Big 
Sur, New Mexico, northern California. This revolution was 
partly a return to the past; to the values of the American 
frontier when people were dependent on each other; to the 
romanticized tribalism of the American Indian. There were 
a lot of differences between communes: religious communes, 
Eastern as christian; ideological communes; scientific 
communes; group marriage communes; psychological communes; 
and a variety- of hippie communes, both rural as 'Drop 
City'; in open land as Lou Gottlieb's Morning Star Ranch; 
~ 
and urban as the 'East Village'. Next to that, there were 
the communal run co-ops, or collectives or cooperations, 
as the HIP Merchants in the Haight-Ashbury. 32 
. ~ 
- 'l 
V 
32 For an account of this, see ~he studies of K. Melville, W. 
Hedgepeth and R. Fairfield. 
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f. Underground Circuit of Newspapers 
The underground newspapers that emerged in the mid 
sixties served as the voice of the youth movements and a 
means of communication between individuals and communities 
all over the country. The papers reflected all that was 
going on: they were a mirror to the outside world of the 
movements they covered. Abe Peck's study traces the "Life 
and Times of the Underground Press" from the roots in 
. 
I - -
1964-5 when only a few papers existed, especially in San 
Francisco and New York, to 1969 when there were at least 
five hundred newspapers serving alternative communities, 
to the end around 1973. 
There were a large number of newspapers, reflecting 
the various divisions in the movements: political oriented 
magazines such as the Berkeley Barb, psychedelic 
magazines such as the San Francisco Oracle that went 
beyond just articles, featuring art, designs and 
psychedelia of more or less famous artists and writers 
from the community. 
The underground press generally reacted against the 
mainstream press, its 'objective consciousness' and its 
technocratic way of reporting, without any feeling or 
. subjective insight in the events. The Counterculture made 
it its task to report from a subjective point of view, 
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sometimes even using diary style or the I-form. 
The papers of the Counterculture featured political 
analyses, movement news and activities, articles on drugs, 
religion and rock. One of the most popular magazines to 
come out of the sixties,- although not all that 
underground- was Rolling Stone, started by Jann Wenner. 
His first issue appeared in 1967 and by 1971 he had 
succeeded in interviewing all his idols, from the Beatles 
to the Stones to Bob Dylan. 
The underground press in short, was a resume of the 
,, 
youth revolution in America in the sixties. With the 
disintegration and disappearance of the movements, the 
underground press natu~ally declined with it. 
f. The Interest in Ecology 
The later years of the decade saw an increasing 
interest in ecology. Hippies - and now also former 
hippies- disappointed with the movement and the way things 
were going, were pulled towards the ecological spirit. The 
interest in ecology was fed both by the anti-technological 
mood, and R. Buckminster Fuller's 'more-with-less' 
philosophy. In 1968, the Whole Earth Catalog emerged, a 
magazine that reviewed tools for their efficiency and also 
included book reviews and essays on technological 
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subjects. On April 22, 1970, the 'Back to the Earth' 
festival was held, attracting a lot of people. The last 
Catalog was published as a book in 1971 and new a 
tremendous success. This movement held various 'Earth 
Days' and worked to make people aware 
our physical environment and the need 
of the importance ofJ 
__ /' 
for appropriate 
technology. 33 Many of the same compassions and concerns 
of the Counterculture led eventually to a critical self-
examination of the foundation of modern industrial 
society. Activists and radicals in the sixties began to 
focus on technology as the source of all evil: 
demonstrations against chemical corporations, the images 
of the hardware of the modern battlefield in Vietnam ... 
Around the same time, people became disillusioned with 
politics and began to feel weary about the little 
accomplishments the movement had made. It was during this 
period that people dropped out of political activity and 
began a kind of sociotechnical thinking. The 'Back to the 
Earth' movement was a proof of this shift in mentality, 
heavily influenced by the many books written on the 
subject by Jacques Ellul, Theodore Roszak, Herbert 
Marcuse. Other proof was the turn to life in the country 
in self-sufficient communes. 
33 L. Winner, The Whale and the Reactor. A Search for Limits 
in an Age of High Technology, (Chicago-London, 1986), 61-
85. 
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2. ANALYSIS OF LYRICS, 1965-1968. 
With his fifth album, Highway 61 Revisited, Dylan 
entered a new phase. In the first period he was occupied 
with the world OUTSIDE, which he regarded as at once 
separate and hostile. As Dylan started to explore within 
the mind, the key-songs of his second period were occupied 
with the world INSIDE, introspective songs. Here we see 
again the tension between the political and the expressive 
side in Dylan. 1 In analyzing these songs, one faces the 
difficult job of treating Dylan's most intricating songs. 
The surrealistic character of these songs, the changing 
focus of themes, their multi-dimensional strata and the 
occasional Eastern influence make a strict historical 
analysis (as in the last chapter) almost impossible. The 
interpreter is confronted with a text that does not always 
allow cataloguing and curtailing, but that faces 
inexplicability and contradictions. 
1 Ron Jensen, Bob Dylan: Pied Piper of a Generation, (Dubuque) 
204. 
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Dylan's non-conformism is similar to that of the 
Counterculture and the New Left. It can be placed under 
the term 'drop-out statement'. This is aimed at the 
established ord* and therefore accepts chaos as an 
inevitable consequence. The rejection of the ruling 
culture is the first step to liberation and the reclaiming 
of one's individuality. Faith in oneself and autonomy 
underline these lyrics. Turning one's back toward society 
is a form of individualization, and often precedes a 
further exploration of the 'Self'. 2 This rejection of 
society fundamentally takes place on the inner levelp, and 
is expressed, among othe~ ways, in the generational 
conflict. The rejection of society is thus only a logical 
next step. 
Because of their complexity it is almost impossible to 
categorize Dylan's songs from the period between 1964 and 
1966. But a number of returning themes can nevertheless be 
found; usually a song consists of more than one theme. We 
have the already mentioned drop-out statement and 
alienation; anti-authority, anti-establishment and the 
generational conflict; songs related to mysticism and 
psychedelia; a sympathy for the outsider and the outcast' 
and love songs and anti love songs. 
2 Willis, The Sound of Bob Dylan, in -Commentary, 
44 (1967) 72. 
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Dylan's Bringing it All Back Home (1965), Highway 61 
Revisited (1965), and Blonde on Blonde (1966) are three 
albums that vividly capture the cultural climate of the 
Counterculture. All songs on these albums express feelings 
and emotions that were alive among the countercultural 
rebels. They reflected a different kind of protest, the 
protest of the 'uncommitted youth' 3 • They reflected the 
gap between generations; between mainstream society and 
youth; between the lifelessness and the dulness of the 
adult society and the youthful energy and withdrawal from 
that society in to the Counterculture. 
A. Alienation and the drop-out Statement. 
Alienation and the idea of 'dropping out' of the 
society that led to the alienation were closely related. 
Since young people felt alienated from society, themselves 
and other people, they took Timothy leary's advice and 
turned their back on this society. 'Tune in, turn on and 
drop out' became one of the best-known slogans among the 
hippies of the Counterculture. Tune-in to the music and 
the happenings; turn on to drugs, to mysticism or Zen-
3 Kenneth Keniston, The Uncommitted; Alienated Youth in 
American Society, (New York, 965). 
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Buddhism and drop out of school, of your job, of suburban 
America. 
Some of Dylan's best "protest" songs put this drop-out 
statement in the foreground. The most explicitly political 
statement on his transition album Another Side of Bob 
Dylan is the mystical Chimes of Freedom that rings out 
loudly Dylan's theme of personal freedom. "The chimes of 
freedom are rolling for the underdogs, the refugees, the 
rebels, the outcasts, and the unfortunate everywhere. They 
are not ringing for the committed radical activists, but 
for the alienated, the 'abandoned and forsaked', not for 
the dogmatic and ideological, but for the freethinking 
'guardians and protectors of the mind'". 4 Moreover, the 
rolling chimes are for the courageous who chose to live 
outside the System. 
In the city•s melted furnace, unexpectedly we 
watched 
With faces hidden while the walls were tightening 
As the echo of the wedding bells before the 
blowin• rain 
Dissolved into the bells of lightning 
Tolling for the rebel,. tolling for the rake 
Tolling for the luckless, the abandoned an• 
forsaked 
Tolling for the outcast, burnin• constantly at 
stake 
An' we gazed Ufon the chimes of freedom 
flashing. 
4 Hampton, Guerilla Minstrels, 171. 
Dylan, Lyrics, 98. 
5 Dylan, Lyrics, 98-99. 
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Dylan's strongest rock albums from this period -
Bringing it All Back Home 6 and Highway 61 Revisited both 
open with a song about the drop-out idea and its 
necessity. Subterranean Homesick Blues is a condensed 
statement demonstrating a non-conformist attitude, and 
appealing for the rejection of an absurd society. The song 
is an example of Dylan's use of a so called 'rhapsodic 
communication', in which he combines rands of ideas and 
images with a nervous, driving rhythm. 7 
Johnny•s in the basement 
Mixing up the medicine 
I'm on the pavement 
Thinking about the government 
The man in the trenchcoat 
Badge out, laid off 
says he's got a bad cough 
Wants to get paid off. 8 
In the second half of each verse, Dylan warns for future 
traps: Look out kid, they keep it all hid, whereafter some 
kind of advice follows. 
You better duck down the alley way 
Looking• for a new friend 
6 In Europe released as Subterranean Homesick Blues. 
7 The aggressiveness of this song and the flashing character 
of the lyrics was stressed in the yideoclip avant-la-lettre 
at the opening.of D.A. Pennebaker's documentary Don't Look 
Back (1965). The fragment shows Dylan standing in an alley, 
while he is throwing away pancartes with rags of the lyrics 
on the obsessive rhythm of the song. 
8 Dylan, Bringing It All Back Home, I:1. 
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You don•t need a weather man 
To know which way the wind blows 9 
Don•t follow leaders 
watch the parkin• meters 10 
Like A Rolling Stone is one of the mbst powerful songs 
Dylan ever wrote and is the quintessence of his complete 
work. In this song he criticizes in a merciless and 
-revengeful manner the typecast 'Miss Lonely'. She is 
synonymous with all those who gained a comfortable place 
in the web of the conformist society ( the technocrats), 
but who are - because of their knowledge - unable to 
understand what is going on. At one point, all their 
certainties will vanish and they will find themselves I 1n a 
vacuum (or does the situation reveal itself meaningless?), 
through which an acceptance of Chaos, forces itself upon 
them. 
You•ve gone to the finest schools all right, Miss 
Lonely · 
But .YOU know you only used to get juiced in it 
And nobody has ever taught you how to live on 
the street 
And now you find out you•re gonna have to get 
used to it 
You said you•d never compromise 
With the mystery tramp, but now you realize 
he•s not selling any alibis 
As you stare into the vacuum of his eyes 
9 The militant-anarchistic Weathermen of th~ SOS took their 
• I ' I • • 
na~~-from this line. I . 
I 
I 
10 DylaJn, bringing it All Back Home, I:1. 
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And ask him do you want to make a deal? 
11 
The power of this song is especially the increasing 
intensity with which Dylan sings the chorus. He stresses 
the existential emptiness, alienation and the indefinite 
ways of a rolling stone. 12 
How does it feel 
How does it feel 
To be on your own 
With no direction home 
Like a complete unknown 
Like a rolling stone? 13 
In using this image with a long cultural tradition, Dylan 
chose a potent symbol. 14 But ironically, he used the 
symbol in reverse, as a way of expressing the great 
cultural transition that was turning the establishment 
into the outsider, alienating the traditional source of 
the alienation. In the name of the rising cult of youth, 
Dylan was saying to the older generations, the 
traditionalists and the purists, and the established 
authorities 'How does it feel', to be the outsider, the 
unknown, and the homeless,· on your own, 'like a rolling 
11 Dylan, Highway 61 Revisited, "II:1. 
12 Gitlin, Sixties, 200. 
13 Ibid. 
14 
'Rolling Stone' has traditionally symbolized the outcast and 
the vagabond, the hobo and the free-spirited tramp, 
unencumbered by material possessions and social 
conventions. 
109 
stone?' 15 
B. Anti-establishment, Anti-authority and the Generation 
Gap. 
In a couple of songs we find references to the family, 
each saying that t~e family is an 9ppressing and 
conformist institution. Dylan's view on familial 
circumstances is inherently connected with the picture of 
a paranoid situation. A good example of this is Maggie's 
Farm. Not only the rattle-brained Maggie is mentioned, but 
the song ridicules the rest of her family as well, by 
giving them all sorts of venonomous and dirty 
characteristics such as sadism, sarcasm, silly patriotism, 
paranoia, preachiness and self-deceit. 16 In fact, this 
song is a complaint of the constraints that people 
experience, while they fight for their own direction. But 
it is also a put-down of the society which tries to make 
you conform. In this kind of situation where one's 
individuality and creativity is threatened, it is 
understandable that the young leave. 
I ain•t gonna work on Maggie•s farm no more. 
No, I ain•t gonna work on Maggie's farm no more. 
Well, I try my best 
15 Hampton, Guerilla Minstrels, 179. 
16 Moesen, Religieuze Thematiek, 84-87. 
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To be just like I am 
But everybody wants you 
To be just like them 
They sing while you slave and I just get bored 
I ain•t gonna work on Maggie•s farm no more. 17 
Dylan's ideology of being faithful to one's self is 
threatened. The I-Them contradiction is the conflict 
between inner freedom and the demand for conformism. 
Besides aiming to Maggie's family, her farm is the symbol 
of the established order and the corresponding 
calvinistic-capitalistic labor ethos. The chorus 'I ain't 
gonna work on Maggie's farm no more' thus expresses the 
drop-out statement once more. 
In Tombstone Blues, the theme is the falling 
apart of a family, while paranoia lurks around within 
society. This is a very violent song. Departing from a 
miserable family situation, Dylan is transforming the 
American society in a sinister and surrealistic way. The 
song is a mixture of criticism of the established order 
and a simultaneous chaotic transformation of those scenes. 
Dylan includes themes such as the rejection of order, 
lifelessness, obedience, ritualism, vanity, patriotism and 
insanity of knowledge. 
~-
Where Ma Raney and Beethoven once unwrapped their 
bed roll 
Tuba players now rehearse around the flagpole 
And the National Bank at a profit sells road maps 
for the soul 
17 Dylan, Bringing It All back Home, I:3. 
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To the old folks home and the college 
Now I wish I could write you a melody so plain 
That could hold you dear lady from going insane 
That could ease you and cool you and cease the 
• pain 
Of your useless and pointless knowledge. 18 
This song tries to get across a general feeling of 
hostility and rejection - the fall is connected with the 
theme of death: or you have to get rid of parents, or you 
go down yourself. 19 
It's All Right Ma, (I'm Only Bleeding) connects 
personal and political matters. This song can be 
categorized as a countercultural or non-conformistic 
pamphlet. Dylan holds an existential lamentation about his 
situation, which is hardly bearable. he goes beyond 
personal grievances, and goes on to the connection between 
his personal unrest and the external political, social and 
cultural causes of this alienation and dislocation. 20 In 
the same way, he uses an uncomplicated style mixed with 
increasing use of complex images, reflecting the 
18 Dylan, Lyrics, 135-137. \ 
19 Moesen, Religieuze Thematihiek, 62 . 
20 This kind of alienation could be found among youngsters 
everywhere. "We are the people of this generation", the 
Port Huron Statement began, "bred in at least modest 
comfort, housed now in universities, looking uncomfortably 
to a world we inherit." 
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transformation from protest to an imaginary and· 
surrealistic analysis. Dylan reacts against dullness in 
America, in the businessmen, in the teachers, in the 
presidency who all are caught up in the lifelessness of 
their own created society. Instead, you have to free 
G yourself of the rules of the establishment (e.g. Ma). 
Although the masters make the rules For the wise men and the fools 
I got nothing, Ma, to live up to 
For them that must obey authority That they do not respect in any degree Who despise their jobs, their destinies 
• I Speak Jealously of them that are free Cultivate their flowers to be Nothing more than something 
They invest in. 21 
The world of 'Ma' has gone crazy, the system is 
disintegrating. There is no point in trying to make sense 
of anything. The old rationalizations are merely 'warted 
words'. Such empty reasoning must be seen as a warning 
that "he not busy being born, is busy dying.". Only the 
inner ~xperience of feeling and euphoria can lead one out 
of this dehumanizing alienation. 
Highway 61 revisited is Dylan's caustic comment on 
middle America. This highway runs through America from 
Duluth, Minnesota to New Orleans, Louisiana. It is an 
absurdist glimpse of the circus parade of 'American life'. 
21 Dylan, Lyrics, 129. 
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22 Whatever you want~to do or see, you can find it there: 
food, shelter, saints and sinners, even God himself. This 
song is remarkable because of the absurd version of the 
sacrifice of Isaac. Contrasting to the bible story, Dylan 
sees this wish of God as a pervert's demand instead of a 
test of Abraham's faith. He refuses thus, whereafter God 
threatens him with his wrath. 
Oh God said to Abraham, ••kill me a son•• 
Abe says, ••Man, you must be puttin• me on•• 
God say, 11No••. Abe say, ••what?•• 
God say, ''You can do what you want Abe, but 
The next time you see me comin • you better run•• 
Well Abe says, ''Where do you want this killin• 
done?'' 
God says, ••out on Highway 61. ,, 23 
Through Abraham, the majority human is speaking, 
demanding h-is uncompromisable autonomy. 24 
Desolation Row is one of Dylan's most complex songs, 
inhabited by a mass of characters. This desolation row is 
a hiding place to observe the scenes on the 'other side'. 
The drop-out statement is no longer a demand, but is 
implied in the hiding place itself. It is a quasi 
paradise; an oasis of countercultural reflection. The 
' 
scene Dylan is observing, is manned with three kinds of 
22 Moesen, Religieuze · Themathiek, 67-68. 
23 Dylan, Lyrics, 141-142. 
24 Dylan, Highway 61 Revisited, II: 2. 
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characters. 25 This way, the song reflects the American 
society, where we can find a distinction between leaders 
and subjects (or victims). In a symbolic way, Dylan 
develops the theme of repression and alienation within the 
complex and bureaucratic society. The only real characters 
are Cinderella because of her Zen wisdom and the narrator 
( e.g. Dylan) and his 'lady'. Here we find again the 
mixture of criticism of the established authorities and 
the simultaneous chaotic transformation of it. Moreover, 
Dylan points to the problem of lifelessness, which is the 
result of the repressive influence of the puritan labor 
ethos and moral. Victim of this is Ophelia: 
Now Ophelia, she's •neath the window 
For her I feel so afraid 
To her, death is quite romantic 
She wears an iron vest 
Her profession•s her religion 
Her sin is her lifelessness. 
And though her eyes are fixed upon 
Noah's great rainbow 
She spends her time peeking 
Into Desolation Row. 26 
Lifelessness is also the attempt of improving this world 
by being involved in some movement. In the liner notes of 
' 
25 Leaders:They, Dr. Filth, the Phantom of the Opera, the 
superhuman crew. Accomplices: the riot squad, nurse, 
agents, insurance _men. Victims: blind commissioner, 
tightrope walker, Romeo, Hunchback of Notre Dame, Ophelia, 
Einstein, sexless patients, Casanova, everyone that knows 
more than they do, Ezra Pound and T.S. Eliot. In short, 
they are the creative people, the rebels, the loners, who 
become victimized by the conformist society. 
26 Dylan, Lyrics, 144. 
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this album, he says: 
"-Lifelessness is the Great Enemy 
always wears a hip guard- he is very 
hipguard .•• Lifelessness said when 
introducing everybody •go save the 
world' & •involvement! that•s the issue•. 27 
In Ballad o a Thin Man the theme of lifelessness is 
further elaborated, without mentioning the word itself, 
but implied in the senses of 'Mr. Jones'. 
Well,you walk into the room 
Like a camel and then you frown 
You put your eyes in your pocket 
And your nose on the ground 
There ought to be a law 
Against you comin• around 
You should be made 
To wear earphones. 28 
'Mr Jones' is the symbol for all those who do not 
understand, because they try to hard to master everything 
- Homo Establimentus 29 -. He is the stereotypical 
bourgeois authoritairian, establishment, organizational 
man. He is the ugly American, Whiteman, the overbearing 
parent, teacher, policeman or judge. Dylan places him in a 
surrealistic, countercultural world, inhabited with sword-
swallowers, geeks, freaks and one-eyed midgets who confuse 
him, make him feel alienated and threatened. This is 
Dylan's way of criticizing the older generation with their 
27 Dylan, Highway 61 Revisited, liner notes. 
28 Dylan, Lyrics, 140-141. 
29 Dorman, Recorded Dylan. A· Critical Review and Discography, 
(Pinedale, 1982), 31. 
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pretentious literate, rational, civilized values. Dylan 
exposes 'Mr. Jones' to the experimental, sensuous, chaotic 
and 'barbaric' values of the young. 30 And Dylan asks him, 
symbolizing,the youth: 
Because something is happening here 
But you don•t know what it is 
Do you, Mister Jones? 31 
Lifelessness to Dylan is closely connected with conceptual 
knowledge. The pursuit of non-verbal, intuitive knowledge 
happens through a rejection of conventional conceptions 
and categories and an intellectual approach to the world. 
True wisdom is the wisdom of the Counterculture. 
c. songs related to Mysticism and Psychedelia. 
Besides the specific songs analyzed below, most of 
Dylan's songs from this period reflect a countercultural 
interest in mysticism. The entire Blonde on Blonde album 
radiates a quasi-sacral atmosphere. But as with the 
hippies, Dylan's mind was certainly not intrinsically 
Eastern. His mysticism has more in common with literature 
and the psychedelic drug culture than with a reflection of 
Eastern religion or philosophy. 
These mystical songs are a supplement to his non-
30 Moesen, Religieuze Themathiek, 67-68. 
31 Dylan,Highway 61 Revisited, I:5. 
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conformism and the development of the chaos theme as well 
as to the introspection theme. After declaring that the 
individual should turn its back at the established order 
and concentrate on the inner self, these songs form a 
positive exploration of this inner life. Especially Blonde 
on Blonde is intensely personal, almost self-indulgent. 32 
Repeatedly allusions to drugs are made by various 
authors in analyzing these songs. It is not claimed that 
any of .the songs are actually 'drug songs', but the 
importance lies in the fact that they were interpreted 
that way by the countercultural youth. They were inspired 
by reading Aldous Huxley, the experiments of Timothy Leary 
in the search for mysticism in the psychedelic trip. Drugs 
were supposed to open the mind for a new reality, and lead 
to ecstatic 'mystic-like' experiences. It is almost 
certain that Dylan - as so many other young people- used 
drugs and they influenced his songwriting. Anthony Scaduto 
confirms this several times in his biography. it is also 
deductible from the hoarse way he sings certain albums and 
concerts at the time. 
In ·a way similar to the Counterculture, Dylan was 
32 Dylan himself considers this as one of his finest 
albums;" ... the closest I ever got to the sound I hear in 
my mind was on individual bands in the 'Blonde on Blonde' 
album. It's that thin, wild mercury sound. It's metallic 
and bright gold, with whatever that conjures up. That's my 
particular sound ... " - Playboy interview by Ron Rosenbaum. 
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pursuing a 'mystic' vision, an other kind of knowledge 
than the scientific western rationale.' 33 The starting 
point was Mr. Tambourine Man, ( on Bringing It All Back 
Home) Dylan's desire to be part of "the smoke rings of my 
mind/ Down the foggy ruins of time, far past the frozen 
leaves. 1134 Without mentioning the word, it seems clear 
that he alluded to drugs. The song is set on a level 
between sleep and awakeness. There is no reason for past 
or future. Just the present and the going up in Mr. 
Tambourine Man. 
Hey! Mr. Tambourine Man, play a song for me, 
I'm not sleepy and there is no place I'm going 
to. 
Hey! Mr. Tambourine Man, play a song for me, 
In the jingle iangle morning I'll come following 
you. 
Dylan is longing for a spiritual trip (Take me on a trip 
upon your magic swirling ship), and he is ready to leave 
everything behind (I'm ready to go anywhere, I'm ready for 
the fade/ I promise to go under it) 36 In the end he wants 
to reach an experience exceeding all limits, far from the 
. ~ 
daily environment to be able to go entirely up in himself. 
Far from the twisted reach of crazy sorrow 
33 Gray, Song and Dance man, 191. 
34 Dylan, Lyrics, 12 5. 
35 Sing out!, 15/4 (1965) 20-21. 
36 The third verse borders this feeling of euphoria, with an 
underlying feeling of melancholy. 
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Yes, to dance beneath the diamond sky with one 
hand waving free, 
Silhouetted by the sea, circled by the circus 
sands, 
With all memory and fate driven deep beneath the 
waves, 
Let me forget about today until tomorrow. 37 
The drug connotation in this song doesn't mean that it is 
a stimulus for its use. The central theme is the escape 
from time and space. This way the song is an expression of 
transcendental without the supernatural. The object is the 
self: the inscrutability of the inner self, and the 
pleasure of the search. To simplify or ease the process, 
(} 
drugs can be a welcome means to open the 'doors of 
perception' . 
Rainy Day Women 12 & 35 plays with the symbol 'stone' 
once more. The chorus has a double meaning. The forces of 
convention and conformism are 'stoning' Dylan and the 
youth culture. But is doesn't matter since 'Everybody must 
get stoned'. The message is to be yourself and get stoned. 
This introspective occupation with Self -- the do-your-
own-thing - filtered through the youth culture to produce 
Flower Children, hippies and Yippies, student riots, yoga, 
LSD experiments, meditation, communalism and free love. 
They got beyond society by experimenting; they felt what 
it was like to be an outcast, stoned by society. They 
responded with flippant attitudes. They turned to drugs to 
37 Dylan, Bringing it All Back Home, II: 3. 
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free them from the trap of their conditioning and the 
hypocrisy. They turned inward - they got stoned. 38 
A very complex and mystical song is Visions of 
Johanna, which structures nightmares, hallucinations, 
dreams and trances. These non-sequel visions are like a 
swiveling camera recording a fractured consciousness. The 
atmosphere is dark, fetid and sad until the dream lightens 
up. The grotesque and absurd images are to be found once 
more: peddlers, countesses, all-night girls, lost little 
boy, night watchmen, Mona Lisa and Infinity. Dylan is 
constantly seeking to transcend the physical world of the 
establishment, and tries to reach the ideal where the 
visions of Johanna become real. However that can never be, 
and yet, life without this quest would be worthless: this 
is the tragic paradox at the heart of the song, a paradox 
the Counterculture and the antiwar movement had to face as 
well. 39 
\ Now, little boy lost, he takes himself so 
seriously 
He brags of his misery, he likes to live 
dangerously 
And when bringing her name up 
38 See Weiner and Stillman, Woodstock Census. The national 
Survey of the Sixties Generation, (New York,1979), 105-131. 
39 R. Shelton, No Direction Home, 322. 
121 
' ... 
C 
he speaks of a farewell kiss to me 
He•s sure got alotta gall to be so useless and 
all 
Muttering small talk at the wall while I'm in the 
hall 
How can I explain? 
Oh, it•s so hard to get on 
And these visions of Johanna, they kept me up 
past the dawn. 40 
D. Sympathy for, and Identification with the outsider; the 
outcast and the Rebel. 
A large part of the Counterculture was made up of 
rebelling against the Old Order. As a result, hippies 
became outsiders and outcasts in American society, 
experienced as a threat and a danger, hated by the 
establishment and feared by the parents of America. But it 
was the hippies and the rebels who tried to cut themselves 
loose, tried to live up to nothing but the self; it was 
these groups who could explore and experiment, by being 
unconventional and non-conformistic, and by a chaotic and 
anarchistic lifestyle. Dylan devoted several songs to the 
unconditioned type of person. 
The already discussed Chimes of Freedom is the first 
ode to the outcast. it is a triumph of metaphor 
encompassing humanity. Dylan's affinity with the underdog 
. . ' has ·seldom attained such a noble expression .. He hears 'the 
40 Dylan, Blonde on Blonde,I:3. 
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chimes of freedom flashing' for a legion of the abused. 
And he is extending his love and identification: ... for the 
aching ones whose wounds cannot be nursed/ for the 
countless confused, accused, misused, strung out ones an• 
worse . .. 1141 
Just Like Tom Thumb Blues is the story about a loner who 
is lost in the rain in Juarez. The whole scene is very 
ugly, with brothels, housing projects, corrupt 
authorities. The leading character stands alone in the 
midst of this, pulled down by negativity and gravity, 
drink and illness, remorse and memories. He is very small, 
deserted by everyone, even his pretended friends. 
I started out on burgundy 
But soon hit the harder stuff 
Everybody said they•d stand behind me 
When the game got rough 
But the joke was one me 
There was nobody even there to call my bluff 
I'm going back to New York Citi 
I do believe I 1 ve had enough. 
On his album John Wesley Harding this theme will be 
explored in more detail. 
E. Dylan•s Love Lyric: Desire and Salvation, Obsession and 
Rejection. 
41 Shelton, No Direction Home, 220. 
Dylan, Lyrics, 98-99. 
42 Dylan, Lyrics, 146-14 7. 
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The classical theme of the love lyric and relational 
problems is well-represented by Dylan. The offer of love 
songs and anti-love songs is so enormous that we will 
confine ourselves to some theoretical remarks. Because of 
the, at the time unusual personal approach, Dylan's love 
songs are usually interpreted in an autobiographical 
manner. This kind of interpretation doesn't do justice to 
the transitional levels of his songs. They tend to 
transcend from a personal level and can be applied on a 
broader context. 
Within the New Left and the Counterculture, there 
existed a strong interest in the connection between 
politics, relations and sexuality. The 'program' of new 
relation forms can be placed in a broader political and 
cultural opinion, expressed by authors as W. Reich, H. 
Marcuse and N. Brown. The concept of free love, sexual 
experimentation and postponing of marriage come into mind. 
Dylan's entire love lyric is mainly one-sided or 
one-dimensional. Nevertheless it has an artistic power 
and beauty. Dylan is expressing what could not be said 
before, because he didn't care about artistic and moral 
conventions. This style had_ an enormous appeal to the 
youth, who could see their own point of view and feelings 
reflected in this one-sided and independent opinion. Dylan 
would later declare that he wrote these songs more "about 
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objection, obsession and rejection••. 43 These aspects are 
easy to find in the songs, so that we can see the 
following themes in his songs: desire, salvation, 
obsession and rejection. The desire is the most important 
part of the love lyric, and can be found in several songs. 
It is very clear in I Want You, because of its irrational 
and unlimited character. More important is Love Minus 
Zero/No Limit, an ode to the most important qualities of 
his beloved woman, especially her patience and wisdom, 
described in Zen-like terms. 
My love she speaks like silence, 
Without ideals or violence, 
, 
She doesn•t have to say she•s faithful, 
Yet she's true, like ice, like fire. 
• • • 
My love she speaks softly 
She knows there•s no success like failure 
And that failure•s no success at all. 
• • • 
My love winks, she does not bother, 
She knows too much to argue or to judge. 44 
The woman is capable of offering salvation, as is the 
author himself. But salvation isn't always without 
problems, one can meet the 'femme fatale', a threatening 
character. One author once wrote that Dylan 'invented the 
anti-love song'. It is true, Dylan did write a lot of 
43 Ron Rosenbaum,Playboy Interview: Bob Dylan, in - Playboy, 
25 (1978) 86. 
44 Dylan, Lyrics, 118. 
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songs about rejection. This rejection, generally caught in 
a love song concept, can be extended to a rejection of his 
blind followers who want him to be their prophet. Just 
Like A Woman is a very ambivalent song: It stresses the 
positive and negative side of the other sex. He clarifies 
her erotic and sexual qualities, but stresses her 
awkwardness as the little girl that she still I lS. 
She takes just like a woman, yes, she does 
She makes love just like a woman, yes, she does 
And she aches just like a woman 
But she breaks just like a little girl. 45 
The heart of the matter lies in the contradiction between 
girl and woman. Nevertheless, although he might reject 
women, he will not be able to live without them. This 
obsessive idea can be found in She Belongs to Me and 
Absolutely Sweet Marie, song about women that he can not 
live without. He is obsessed with the idea of living with 
her, of 'having' her. 
Well, I waited for you when I was half sick 
Yes, I waited for you when you hated me 
Well, I waited for you inside the frozen traffic 
When you knew I had some other place to be 
Now, where are you tonight, sweet Marie? 46 
or 
Bow down to her on Sunday 
Salute her when her birthday comes 
Bow down to her on Sunday 
Salute her when her birthday comes 
45 Dylan, Blonde on Blonde, 
46 Dylan, Blonde on Blonde,III:1. 
126 
For Halloween give her a trumpet 
And for Christmas, buy her a drum. 47 
F. John Wesley Harding. 
By 1·966, Dylan's personal life resembled that one a 
race tra,c~, Drugs, concerts, tours, albums ... faster and 
faster. Then he had a severe motorcycle accident in July 
of that year. 48 After that, he was surrounded with 
silence for several years, during which he enjoyed a quiet 
family life in the forests of Woodstock. His next album, 
one subjected to a number of profound interpretations, was 
released in 1968. John Wesley Harding "brings to mind one 
of Blake's Proverbs of Hell, the road of excess leads to 
the place of wisdom. 1149 It announces Dylan as the 
'moderate man', who leaves the world, the rock scene and 
everybody behind him. Again, he goes against all major 
trends of the moment. According to Jon Landau, this album 
shows two characteristics. so The first is a fundamental 
American statement. Dylan searches for an answer by going 
47 Dylan, J;.,yrics, 115. 
48 This was enough for the media to compare him once more to 
James Dean, rebel in a different decennium. 
49 Shelton, No Direction Home, 389. 
50 Landau, in -McGregor, Retrospective, 259-260. 
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back to the myths of a more noble and undefiled America 
during the pioneer time. Furthermore, the new album is 
'··-, 
characterized by a pro'f'9und simplicity in the music. 
Released in a period of psychedelic electronic music and 
art rock, with high technology and sophisticated 
instrumentation, Dylan shifted to folk-rock with an 
acoustic guitar. He anticipated the transition to country 
and western music, and in a broader sense the turn to the 
Earth: living in communes, the Earth Catalog, 'Back to the 
Earth' festivals and simplicity. 51 He turned his back to 
all sorts of protest, which was taking a violent turn in 
the late sixties. Although the album should not be seen as 
-
a return to folk music, there is a clearly conscious 
attempt to recapture the acoustic simplicity of 
traditional American folk styles: long, narrative ballads, 
songs of outlaw heroes, hobos, drifters, fair damsels, 
jokers and thieves. Another aspect of the country 
tradition is its special fondne~s of· heroes and Dylan came 
to this on this album, as he reached back into America's 
past for the secret strengths of her myths." The album is 
a retreat - a turning away - from the chaos of modern 
urban intellectual's burden; yet clearly is is a 
.~_,-.·, 
51 On the cover, he poses with three Indians in the forest. It 
is a simple black and white snapshot. Compare this to the 
Beatles Sgt. Pepper's Lonely Hearts Club Band or the 
Rolling Stones'Their Satanic Majesties Request. 
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regeneration spirit that drives Dylan to search back as he 
does.( ... ) As Dylan comes, in 'John Wesley Harding', to 
the myths and extinct strengths of America, he explores 
the world of the cowboy as well as the pioneer. 1152 
As far as the lyrics are concerned this album's 
dominant atmosphere is one of hollowness, emptiness, 
vagueness and insubstantiality. The main hero is the 
outsider, the loner who looks upon the world around him. 
There are indeed symbolic references to religion, and some 
' / 
of the songs are explicitly religious, such as I Dreamed I 
Saw st. Augustine. But to consider this album as an act of 
faith, seems a grave exaggeration. 
All Along the Watchtower is explicitly about isolation 
and despair. Emptiness is peopled with the joker, a wise 
fool out of King Lear. The watchtower seems to be related 
to the fortified city as a recurring image for the moral 
state of man or the body politic. The moral order however 
is threatened. Is this mysterious pair, the joker and the 
thief, in or outside humankind's fortified city, are they 
trapped or exiled? Is it worse to be locked in or locked 
out? 53 
''There must be some way out of here••, said the 
joker to the thief, 
''There• s too much confusion, I can• t get no 
52 Gray, Song and Dance Man, 32. 
53 Shelton, No Direction Home 1 393. 
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relief. 
Businessmen, they drink my wine, plowmen dig my 
earth, 
None of them along the line know what any of it 
is worth.'' 54 
John Wesley Harding - is about John Wesley Hardin (1853-
1895) who was an outlaw hero. Hardin, born in Texas in 
1853 started young as a gambler-gunman. In 1877 he got 
twenty-five years for killing a sheriff. In prison, he 
studied law until he was pardoned in 1894, then he started 
to practice in El Paso. A year later he was killed by a 
local constable. Dylan chose the outlaw as his hero, the 
independent freethinker. The same admiration for the 
outsider can be found in I Dreamed I Saw St. Augustine, 
Drifter's Escape, I am A Lonesome Hobo, and I pity the 
Poor Imm.igrant, all figures that are loners, who live 
outside the •system', whatever that is, and are not 
willing to give up their independence. And the very system 
puts them down, kills them or locks them up. They are 
truly alone, not loved by a single soul on earth. But, 
they ought to be admired for their integrity. The moral in 
this album seems to be hidden in simple songs. We find 
allegories, apocalyptic stories and parables. The album in 
other words, is a turn to "traditional certainties of a 
different kind - those of Nature, love, the family, the 
countryside - values which in American terms find their 
54 Dylan,John Wesley Harding, I: 3. 
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typical expression in country music. " 55 The last two 
songs each reflect that tradition, talking about love. 
I'll Be Your Baby Tonight buries all fears and doubts: 
Kick your shoes off, do not fear, 
Bring that bottle over here. 
I'll be your baby tonight. 56 
Where once was confusion, now there is peace . 
... 
55 Herdman, Voice Without Restraint, 103. 
56 Dylan, Lyrics, II:6. 
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3. CONCLUSION 
This chapter will conclude with several rema~ks about 
the relationship between Dylan's lyrics and the youth 
movement in the latter sixties. First of all, there was a 
similar transition in the New Left activists towards the 
Coun·terculture, as revealed in the lyrics. At a certain 
point in the New Left, some radicals started to realize 
that the change of society was not the final thing to do. 
They had to start examining themselves, an introspection 
of their own qualities was necessary. Here, the tension 
between the political, active side of the movements, and 
their expressive side can be found once more. The 
" 
countercultural rebels went farthest in this inner-
directed quest. They withdrew completely f~om social 
action, their trip led them inward, towards deeper levels 
of self-examination. 
"The same transition can be traced in the career of 
Bob Dylan, who commands respect among all segments of 
the dissenting youth culture. Dylan's early songs were 
traditional folk-protest, laying forth obvious issues 
of social justice i,. anti-boss, anti-war, anti-
exploitation. Then, quite suddenly, rather as if Dylan 
had come to the conclusion that the conventional Woody 
Guthrie ballad could not reach deep enough, the songs 
turn surrealistic and psychedelic. All at once Dylan 
is somewhere beneath the rationalizing cerebrum of 
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social discourse, probing the nightmare deeps, tryin~ 
to get at the tangled roots of conduct and opinion". 
\ 
It is by making the sam~\transition as a large number of 
young people, that Dylan's music kept on having such an 
impact on them. He clearly adressed the same tension in 
his songs as young people were feeling. He addressed in 
his lyrics the same problems and feeling the disoriented 
youth encountered. Non-conformism, chaos and introspection 
were three.major concerns of the Counterculture. They can 
be found in many manifestations as there are the 
experimental theater at the Haight, the psychedelic 
dances, the chaotic Acid Tests, the Human Be-In, and the 
use of psychedelic drugs. Young people all over America 
felt alienated from the modern American technological 
society and began to drop out. When Dylan released his 
first album with countercultural lyrics and music Bringing 
it All Back Home in 1965, the first boom of drop-outs 
appeared on the surface of America. No wonder then that 
they were entranced by Dylan who managed to express their 
feelings: "The magnetism he possessed for those under 
thirty, may very well be the fact that they, too, see the 
ld h 1• t." 58 When th f d 1 wor as e sees ey oun someone e se 
describing the world around them as Dylan described it -
57 
~oszak, Counter Culture, 63. 
58 Gleason, The Children's Crusade,in -Ramparts, 1966., 
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in a mythical, poetic and surrealistic way- they 
recognized somebody of their own, a spokesman for their 
rejection of the adult society. "Lines like Dylan's hit 
home immediately to the New Youth who sees all around him, 
everywhere from high or low position, pretense, 
dishonesty, absurdity, contradiction, cupidity, in fact, 
all the biblical sins of sloth, arrogance and greed. Dylan 
describes a world in which naturalness is forbidden, 
, 
creativity is the enemy, and beauty is assassinated. 1159 
All themes described in this chapter, are similar to those 
felt and undergone by the Counterculture and disaffiliated 
youth: anti-establishment, freethinking, anti-authority 
and the generation gap, mysticism, Zen-religion and 
psychedelia, the feeling of being an outsider, an outcast 
and a rebel, and later the interest in ecology. It is true 
that· he influenced the Counterculture more than the 
antiwar movement, although a lot of the same themes can be 
found in the later student movement. As a matter of fact, 
the Counterculture and the antiwar movement merged at 
times· for common goals. But it is when all movements, 
countercultural as political, entered a stage of 
disintegration, polarization, hopelessness and despair, 
corruption and vulnerability, that Dylan said farewell 
again and retreated in an album about nature, and love. 
59 Ibid., 180-181. 
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anticipating the coming turn to ecology. Was John Wesley 
Harding the forebode of this, Nashville Skyline • 1s a pure 
country and western album, which even featured a duet with 
Johnny Cash. 
Of course, one should not ignore Dylan's influence on 
the music of the sixties and later. It is often stated 
that he was the man who 'gave rock music brains'. His so-
called folk-rock experiments gave way to a new style of 
music. 60 At first it was mostly rock versions of Dylan's 
folk songs, social protest rock, and generational trauma 
rock. Soon rock singers began to imitate Dylan's 
apocalyptic and mystical songs. And there was acid-rock, 
the music of the new bohemia. "Psychedelic lyrics, heavily 
influenced by Dylanesque imagery, used the conventions of 
the romantic pop song to express sexual and mystical, 
rather than sentimental love and focused on the trip -
especially the flight- the way folk music focused on the 
road. 1161 This all came forth from folk-rock, and thus out 
of the experiments of Bob Dylan. Folk-rock completely 
transformed popular rock music, softening its mindless 
sexuality, by injecting it with a more serious social 
60 Steven Castan, Bob Dylan, Folk Rock's Tambourine Man, in -
Look, 3/1/1966, 9-15. 
61 Willis, Bob Dylan, in -McGregor, Retrospective, 232. 
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conscience flavor. It also temporarily politicized popular 
music. A good example were the Beatles who shifted from 
pop music over social and political realm and surrealism 
to,absurdity and revolution. ( You tell me it•s the 
institution, well, you know, you better free your mind 
instead ) 62 They, and other groups radicalized popular 
music in the late sixties and early seventies, pushing the 
popular culture of the West far to the Left politically, 
capitalizing and aggravating the domestic unrest that was 
crippling the United States war effort in Vietnam, 
frustrating the American political leadership, and 
confusing the authority structure. 63 
62 Hamton, Guerilla Minstrels, 175-176. 
63 Nelson, Folk Rock, in -Miller, ed., Rolling Stone 
Illustrated History, 216-221. 
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CONCLUSION 
This thesis has explored the development of Bob 
Dylan's lyrics, in relation to the youth movements of the 
nineteen sixties. In going over the movements and Dylan's 
lyrics, it became clear that Dylan reflected a constant 
and underlying tension between the political and the 
expressive side of these movements. While the Civil 
Rights movement and the SDS certainly were political, the 
Counterculture on the other hand was much more playful. 
The Antiwar movement absorbed some of this 
countercultural playfulness. 
Dylan's lyrics at the beginning of the decade 
reflected the more political side of his attitude, while 
his later lyrics are in the line of the Counterculture. 
The reasons for this change are hard to~detect: perhaps 
he underwent the same changes as a number of young 
people, maybe he got fed up with the politicos,, and yes, 
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maybe he used music to express himself all the way 
through. 
What can be said for certain is the fact that he 
wrote songs that specifically addressed Civil Rights, 
social injustice, the arms race and the threat of a Third 
World War, and the generational protest against the old 
order that was going to 'fade away' to make room for a 
new generation. And some of these songs were directly 
connected with specific events or even newspaper stories. 
In the later stages of his career, he wrote songs 
that had clear countercultural connotations: dropping 
out; drug use; alienation; anti-authority; anti-
establishment and the generation gap; mysticism; 
sympathy for the outsider and the rebel. 
Because of his unbound lifestyle and through his lyrics, 
Dylan left a deeper mark on a generation of people than 
most other rock singers did. His work has the value of a 
firsthand account of a part of the sixties, a part that 
is hard to detect from just political observations. As 
such his wo:i:;-~ can be seen as an expression of an 
,a' 
underlying sub- or counterculture. 
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Writings and Drawings & Lyrics. 
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Home; 3. W&D, Lyrics. · 
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• Lyrics. 
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W&D, LYrics. 
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I Lyrics. 
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